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Abstract	
The	 classical	 music	 audience	 in	 Australia	 is	 ageing	 and	 declining.	 In	 a	 bid	 to	expand	 the	 traditional	 demographic	 of	 this	 audience	 and	 improve	 the	 classical	concert	 experience,	 much	 research	 has	 investigated	 the	 experiences	 of	 new	attendees	at,	 and	 their	 engagement	with	a	 classical	 concert.	 	This	has	 revealed	that	the	classical	concert	can	be	an	intimidating	and	isolating	experience	for	the	classical	music	novice.	This	is	because	the	classical	concert	setting	and	all	that	it	entails	 –	 repertoire,	 conventions	 and	 behavioural	 etiquette,	 attire,	 audience	participation	and	interaction	–	is	not	immediately	knowable,	understandable	and	ascertainable	 to	 the	 new	 attendee.	 Hence	 a	 better	 understanding	 of	 and	familiarity	 with	 the	 concert	 setting	 has	 been	 shown	 to	 increase	 enjoyment	amongst	 this	 class	 of	 classical	 concert	 attendee.	What	 remains	 to	 be	 identified	however	is	how	to	best	go	about	imparting	this	knowledge	onto	new	attendees.			This	 study	 employs	 the	 use	 of	 questionnaires	 to	 assess	 23	 novice	 classical	concert	attendees’	experiences	at	a	chamber	music	concert.	Their	experiences	of	the	 concert	 were	 informed	 by	 the	 familiarisation	 strategies	 in	 which	 they	engaged:	listening	to	the	repertoire	in	the	lead-up	to	the	concert;	attending	a	pre-concert	style	 lecture	presentation;	or	being	exposed	only	 to	 the	program	notes	provided	during	the	concert.	The	findings	revealed	that	a	greater	familiarity	with	the	repertoire	did	not	necessarily	correlate	with	the	greatest	enjoyment.	Instead,	new	 attendees	 enjoyed	 their	 concert	 experience	 most	 when	 they	 had	 a	contextualised	understanding	of	the	composers	and	their	works.	New	attendees	also	 placed	 value	 in	 being	 able	 to	 recognise	 elements	 of	 the	 music.	 New	
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attendees	 felt	 more	 comfortable	 when	 they	 could	 converse	 and	 interact	 with	other	audience	members	and	when	they	knew,	 if	only	vaguely,	 the	conventions	and	etiquette	of	a	classical	concert.			The	pre-concert	presentation	was	discovered	to	be	the	best	method	of	instilling	these	 feelings	of	 comprehension	 and	understanding,	 comfort	 and	 familiarity	 in	new	 classical	 concert	 attendees.	 Other	 factors	 that	 could	 not	 necessarily	 be	anticipated,	 studied	or	 familiarised	but	nonetheless	appealed	 to	new	attendees	and	made	 them	 feel	more	at	ease	were	 the	 ‘new	experience’	 factor	 the	concert	entailed,	the	special	quality	of	meeting	the	composer	of	one	of	the	works	being	performed,	and	the	visual	and	auditory	impacts	of	seeing	and	hearing	live	music	created	in	the	moment.			These	 findings	 have	 implications	 for	 music	 organisations	 and	 their	 marketing	teams	who	produce,	advertise	and	deliver	the	content	for	pre-concert	talks.	This	content	 could	 be	 harnessed	 and	 delivered	 more	 effectively	 using	 multiple	platforms	to	capture	the	interest	of	a	broader	demographic.	For	example	content	could	be	communicated	through	the	provision	of	online	podcasts,	through	more	visual	 and	 graphic	 program	 notes,	 through	 written	 handouts	 accompanying	 a	pre-concert	 talk	 and	 through	 the	 establishment	 of	 music	 clubs.	 This	 provides	concert	 attendees	 with	 greater	 access	 to	 information	 through	 a	 variety	 of	different	means.		
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1 Introduction	
Too	many	people	in	the	classical	bubble—a	cabal	of	concert-goers	immersed	in	it	from	a	young	age—assume	that	wayward	youth	will	inevitably	find	their	way	 to	 symphonies.	This	 looks	 complacent.	 Classical	 is	 competing	not	only	with	more	modern	styles,	but	with	its	own	image	of	being	the	preserve	of	the	educated,	the	white,	the	middle-aged	and	the	middle-class.	(J.	Brown,	2016)		It	 is	 well	 documented	 in	 Australia	 and	 across	 the	world	 that	 classical	 concert	audiences	are	ageing	and	are	in	decline.	In	an	attempt	to	capture	the	interest	of	new,	 younger	 audiences,	 studies	 began	 emerging	 in	 the	 early	 2000s	 about	 the	concert-going	 preferences	 of	 this	 class	 of	 listener,	 their	 hobbies	 and	 interests	and	their	expectations	of	and	perceived	barriers	to	classical	concert	attendance.	Music	 organisations	 have	 poured	 time	 and	 resources	 into	 their	 marketing	strategies	 aimed	 at	 enhancing	 the	 classical	 concert	 experience	 for	 a	 broader	demographic.	 Factors	 such	 as	 making	 the	 venue	 and	 the	 programming	 more	appealing,	 and	 ‘modernising’	 marketing	 strategies	 have	 been	 tried	 and	 tested.	These	 strategies	 however	 largely	 involve	 transforming	 the	 traditional	 concert	setting	 and	 program	 into	 a	 more	 commercial	 event	 that	 has	 the	 potential	 of	impoverishing	 our	 relationship	 with	 classical	 music.	 These	 strategies	 are	otherwise	targeting	the	needs	of	the	seasoned	classical	audience	member,	who	is	already	familiar	with	the	traditional	concert	setting.		The	 future	 of	 classical	 concert	 attendance	 however	 does	 not	 depend	 on	 the	already	 interested	 and	 frequently	 attending	 demographic,	 but	 instead	 lies	 in	familiarising	and	capturing	the	interest	of	non-attenders.	
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	Enhancing	the	audience	experience	at	classical	concerts	and	how	to	go	about	 it	has	 also	 been	 well	 documented.	 Enjoyment	 at	 the	 classical	 concert	 has	 been	strongly	linked	to	feeling	comfortable	in	the	concert	environment.	The	literature	reveals	 that	 the	best	way	 to	 facilitate	 audience	 comfort	 is	 to	 ensure	 audiences	understand	the	concert,	 including	the	repertoire,	other	audience	members,	and	concert	 conventions	 and	 etiquette.	 It	 has	 also	 been	 shown	 that	 audiences	 feel	comfortable	in	a	new	setting	when	their	expectations	are	met.	Studies	have	thus	looked	into	how	one	becomes	‘comfortable’	with	and	develops	an	understanding	of	 these	 elements.	 Knowledge,	 familiarity	 and	 a	 contextualised	 understanding	acquired	 through	 listening	 exposure,	 through	 the	 provision	 of	 information,	delivered	both	verbally	and	in	writing,	and	through	immersing	one’s	self	 in	the	concert	 experience	 and	 observing	 and	 assimilating	 the	 behaviour	 of	 other	audience	members	have	all	been	documented.	What	remains	to	be	discovered	is	the	best	method	of	equipping	new	classical	concert	attendees	with	this	feeling	of	‘audience	comfort’,	and	what	 is	the	most	effective	method	of	becoming	familiar	with	and	informed	about	the	concert.			
1.1 Aim		
This	study	seeks	to	determine	how	to	best	familiarise	the	new	classical	concert	attendee	with	the	classical	concert.	It	will	 investigate	the	processes	that	lead	to	familiarisation	 with	 classical	 music,	 comfort	 in	 a	 classical	 concert	 setting	 and	understanding	 of	 the	 classical	 concert	 experience	 for	 novice	 classical	 concert	attendees.	 In	 doing	 so,	 this	 study	 will	 also	 ascertain	 the	 extent	 to	 which	
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familiarity	has	a	bearing	on	concert	enjoyment	for	new	attendees.	This	will	have	implications	for	arts	organisations	and	their	marketing	teams	seeking	to	expand	the	 existing	 demographic	 of	 current	 concert-goers.	 This	 study	may	 even	 have	implications	for	music	educators	 in	the	classroom,	emphasising	the	importance	of	 music	 education,	 both	 formal	 and	 informal,	 in	 capturing	 and	 maintaining	young	people’s	interest	in	classical	music.				
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2 Literature	Review	
2.1 The	Classical	Music	Audience	
A	 movement	 has	 commenced	 in	 which	 peak	 bodies,	 arts	 organisations	 and	independent	 researchers	 are	 undertaking	 ‘audience	 segmentation’	 studies	 in	 a	bid	to	better	understand	the	classical	audience	makeup.		
2.1.1 The	statistics	The	 Australian	 Bureau	 of	 Statistics	 (ABS)	 revealed	 that	 in	 2005-06,	 9%	 of	 the	population	attended	a	classical	music	concert	("Arts	and	Culture	in	Australia	-	A	Statistical	Overview,	2014,"	2016).	Most	attendees	were	aged	55	or	older.			A	number	of	peak	bodies	have	also	revealed	this	audience	is	ageing	(Australian	Bureau	of	Statistics,	League	of	American	Orchestras,	2009;	Australia	Council	for	the	Arts,	2010;	Arts	Council	England,	Taking	Part,	2016/17).	In	2005-06,	11.8%	of	65-74	year-olds	attended	classical	concerts.	 In	2009-10,	 this	number	rose	to	13.6%.	Conversely,	 “just	6.1%	of	25-34	year-olds	attended	classical	concerts	 in	2009-10,	 down	 from	 7%	 in	 2005-6”	 ("Musical	 Briefing:	 Ageing	 Audiences,"	2012).			Figures	also	suggest	the	classical	audience	as	a	whole	is	declining.		Industry	body	Live	 Performance	 Australia	 indicated	 that	 attendance	 at	 classical	 concerts	dropped	 9.4%	 between	 2004	 and	 2010	 (More	 than	 bums	 on	 seats:	 Australian	
participation	in	the	arts,	2010;	"Musical	Briefing:	Ageing	Audiences,"	2012).			
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2.1.2 The	Traditional	Classical	Music	Audience	This	trend	of	an	older,	declining	classical	audience	is	reflected	across	most	of	the	western	 world	 (Dimaggio	 &	 Mukhtar,	 2004;	 Kolb,	 2000;	 "Musical	 Briefing:	Ageing	 Audiences,"	 2012;	 O'Sullivan,	 2009).	 The	 classical	 concert	 attendee	 is	predominantly	professional,	white,	middle-class,	relatively	wealthy	and	educated	at	 least	to	a	tertiary	 level,	 though	is	more	 likely	to	have	a	master	or	equivalent	qualification	(Baker,	2000;	Kolb,	2001;	Pitts,	2014;	Pitts,	Dobson,	Gee,	&	Spencer,	2013;	Roose,	2008;	Wolf,	2006).			The	 homogenous	 characteristics	 of	 classical	 concert	 attendees	 have	 posed	 a	significant	barrier	 to	attracting	new	audiences.	Pitts	et	al.	 (2013)	write	of	how	the	 inexperienced	 concert-goer	 feels	 excluded	 and	 intimidated	 by	 traditional,	‘elite’	 classical	 music	 audiences.	 As	 such,	 classical	 music,	 particularly	 the	 live	concert	experience,	is	perceived	as	a	“high	art	for	the	titillation	of	a	chosen	few”	(Hazelwood,	2009).		
Factors	motivating	attendance	Factors	motivating	seasoned	audience	members’	attendance	at	classical	concerts	include	 intrinsic,	 concert-specific	 features,	 such	 as	 an	 interest	 in	 a	 soloist,	 the	orchestra,	 the	 conductor	 or	 the	 repertoire	 being	 performed	 (Pitts	 &	 Spencer,	2008).	This	group	is	also	motivated	to	attend	concerts	because	of	their	interest	in	or	loyalty	to	the	organising	institution	(Roose,	2008).	The	seasoned	audience	member	 places	 greater	 importance	 on	 having	 their	 personal	 and	 emotional	outcomes	 fulfilled	 through	attending	 classical	 concerts	 (Baker,	 2000).	 Personal	
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needs	include	educational	attainment,	experimenting	and	discovering	something	new,	 and	being	 exposed	 to	new	 repertoire	 (Pitts,	 2005;	Pitts	&	 Spencer,	 2008;	Radbourne,	 Johanson,	 Glow,	&	White,	 2009).	 Emotional	 needs	 of	 the	 seasoned	attendee	fulfilled	by	the	classical	concert	include	the	ability	to	unwind	and	relax,	or	conversely	to	feel	stimulated	and	excited;	to	escape	the	everyday	routine;	or	to	 feel	a	 sense	of	 catharsis	or	 release	 (Baker,	2000).	Pitts	 (2014)	discusses	 the	moral	 and	 cultural	 responsibility	 that	 drives	 seasoned	 classical	 audience	members’	 attendance	 at	 classical	 concerts.	 By	 attending	 classical	 concerts,	 the	seasoned	audience	member	also	validates	their	sense	of	“social	worthiness”	and	“cultural	good”	(Pitts,	2014,	p.	30).		The	 seasoned	 classical	 concert	 attendee	 who	 is	 familiar	 with	 the	 concert	experience	 considers	 certain	 factors	 to	ascertain	 the	 ‘quality’	 of	 a	performance	before	even	attending	(Radbourne,	Glow,	&	Johanson,	2010).	Equipped	with	this	knowledge,	 they	 decide	 whether	 or	 not	 to	 attend.	 Radbourne	 et	 al.	 (2010)	suggest	a	number	of	 factors	come	 into	play	when	seasoned	audience	members	predetermine	 the	 quality	 of	 a	 performance.	 They	 consider	 their	 level	 of	knowledge	 surrounding	 the	 repertoire;	 the	 emotional,	 financial	 and	 social	 risk	associated	with	concert	attendance;	whether	 they	believe	 the	performance	will	be	authentic	and	whether	they	think	they	will	be	able	to	engage	collectively	with	other	audience	members,	the	performers	and	the	repertoire.	When	these	factors	are	well-balanced,	the	potential	concert-goer	will	be	more	inclined	to	attend.		Pitts	(2005)	investigated	the	factors	motivating	the	concert	attendance	of	a	very	niche	 classical	 music	 market.	 Pitts’	 participants	 were	 loyal	 attendees	 of	 an	
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annual	 chamber	 music	 festival.	 She	 found	 that	 audience	 familiarity	 with	 the	festival	repertoire	was	a	strong	indicator	of	attendance.	The	same	audience	was	also	‘cautiously	open-minded’	to	subjecting	themselves	to	unfamiliar	repertoire.	Whilst	this	suggests	that	the	more	familiar	one	is	with	a	specific	genre	of	music,	the	more	 likely	 they	 are	 to	 be	 open	 to	 new	music	within	 the	 same	 genre,	 this	finding	may	not	have	a	general	application.	Pitts’	audience	were	only	willing	to	take	 risks	 in	 repertoire	 selection	 in	 this	 specific	 chamber	 festival	 setting,	 and	only	because	of	previous	positive	experiences	with	 the	 festival’s	programming.	Pitts	 notes	 that	 the	 same	 audience	 was	 not	 willing	 to	 be	 ‘cautiously	 open-minded’	to	new	repertoire	outside	the	festival	setting.	Hence	the	inexperienced	listener	who	does	not	have	the	benefit	of	previous	positive	concert	experiences	or	prior	 listening	may	not	necessarily	be	willing	 to	 ‘take	 risks’	with	unfamiliar	repertoire.			It	 may	 thus	 be	 assumed	 that	 the	 seasoned	 audience	 member	 places	 greater	emphasis	 on	 the	 repertoire	 and	 their	 expectations	 of	 the	 quality	 of	 the	performance	 when	 considering	 whether	 to	 attend	 a	 concert,	 rather	 than	 the	social	experience	the	concert	provides	(Pitts,	2016).		
2.1.3 The	Infrequent	Classical	Music	Attendee	The	 segment	 of	 the	 classical	 audience	made	up	of	 infrequent	 attendees	 can	be	further	divided	 into	groups	with	differing	characteristics	 (Baker,	2000;	Becker,	1984;	 Laermans,	 2002;	 Roose,	 2008).	 There	 are	 the	 ‘passers-by’,	 or	 the	‘outsiders’	 (Australia	 Council	 for	 the	 Arts,	 2010)	 and	 there	 are	 the	 ‘interested	
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participants’	or	the	‘flirters’	(Australia	Council	for	the	Arts,	2010).	The	‘passers-by/outsiders’	are	generally	 the	youngest	attendees	amongst	 the	classical	music	audience.	This	segment	is	largely	made	up	of	students,	unskilled	workers	and	the	unemployed	(Roose,	2008).			‘Interested	 participants/flirters’	 share	 character	 traits	 similar	 to	 the	 seasoned	classical	audience	member,	thus	are	more	likely	to	be	older,	either	a	professional	or	a	pensioner,	with	a	higher	educational	attainment.	As	such,	their	motivations	for	 attending	 classical	 concerts	 are	 somewhat	 similar	 to	 those	of	 the	 seasoned	concert	attendee,	though	they	don’t	attend	as	often.			A	 further	 group	 of	 non-attenders	 are	 the	 ‘culturally-aware	 non-attenders’,	 or	CANAs	 (Winzenried,	 2004).	 CANAs	 are	 “individuals	who	 actively	 seek	 out	 arts	and	 cultural	 events	 but	 do	 not	 attend	 classical	 concerts”	 (Dobson,	 2010,	 p.	112).They	are	being	detailed	in	this	section	because	of	their	interest	in	the	arts	and	their	potential	to	become	classical	concert-attending	audience	members.			For	the	purposes	of	this	paper,	this	segment	of	the	audience	will	be	referred	to	as	the	‘infrequent’	audience	member.		
Factors	motivating	attendance	Infrequent	 classical	 concert	 attendees	 are	 motivated	 to	 attend	 concerts	 by	extrinsic	factors	such	as	the	social	aspect	the	concert	provides	(A.	Brown,	2004a,	2004b;	Dobson	&	Pitts,	 2011;	Kolb,	 2000;	Roose,	 2008).	 This	 class	 of	 attendee	
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rarely	 attends	 classical	 concerts	 alone,	 thus	 the	 idea	 of	 attending	with	 friends	and	socialising	before	or	after	the	concert	encourages	attendance.	Dearn	&	Price	(2016)	 highlighted	 that	 younger	 people,	 who	 prefer	 to	 frequent	 pop	 or	 non-classical	 concerts,	 enjoy	 the	 ‘fan	 culture’	 of	 a	pop	 concert;	 that	 is	 the	ability	 to	participate	actively,	vocally	and	socially	throughout	the	performance	with	other	audience	members.	As	such,	they	may	be	discouraged	to	attend	classical	concerts	because	of	 the	perceived	anti-social	nature	of	 the	audience;	being	visibly	silent	and	passive	in	nature	(Dearn	&	Price,	2016).			Tim	Baker’s	paper	(2000)	collates	a	large	amount	of	data	from	the	Association	of	British	 Orchestras	 to	 illustrate	 patterns	 of	 arts	 attendance	 in	 the	 UK.	 In	 the	process	 of	 doing	 so	 he	 outlines	many	 of	 the	 factors	motivating	 the	 infrequent	audience	member’s	attendance	at	classical	concerts.	This	class	of	 listener	seeks	to	feel	relaxed	and	a	sense	of	enjoyment	at	classical	concerts	in	order	to	satisfy	their	 social	 and	 ‘basic’	 needs	 (Baker,	 2000).	 These	 needs	 can	 be	 met	 by	interacting	with	others	 at	 the	 concert;	 going	 through	 the	 ritual	 of	 dressing	up;	experiencing	 the	 ‘live	 feel’	 of	 the	 concert;	 and	 having	 a	 ‘good	 night	 out’	 and	feeling	a	sense	of	communion	with	other	audience	members	(Baker,	2000).	The	basic	 needs	 of	 the	 infrequent	 attendee	 that	 the	 classical	 concert	 addresses	include	 escaping	 daily	 routines	 and	 everyday	 life	 stresses;	 experiencing	something	 new;	 feeling	 refreshed	 and	 experiencing	 human	 warmth	 (Baker,	2000).	 While	 the	 seasoned	 audience	 member	 is	 influenced	 to	 attend	 by	 the	repertoire,	 the	 soloist	 or	 the	 conductor,	 the	 infrequent	 attendee	 places	 more	importance	 on	 the	 price	 of	 tickets,	 the	 venue,	 or	 a	 friend’s	 recommendation	when	deciding	to	attend	or	not	(Baker,	2000;	Tong,	White,	&	Fry,	2016).		
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Universal	factors	motivating	attendance	Nonetheless,	 these	 are	 not	 factors	 exclusively	 considered	 by	 the	 infrequent	attendee.	When	deciding	whether	 to	attend	a	classical	 concert,	both	 infrequent	and	 seasoned	 classical	 audience	 members	 consider	 the	 venue’s	 appeal,	 the	practicalities	 of	 parking	 or	 otherwise	 commuting	 to	 the	 concert	 venue,	 the	availability	of	refreshment	facilities	at	the	venue,	the	atmosphere	and	ambience	of	the	surrounding	facilities	and	the	cost	of	tickets	(Pitts,	2016).	These	practical	and	extrinsic	features	of	the	concert	will	have	varying	degrees	of	influence	on	all	audience	members’	desire	to	attend.		An	 awareness	 of	 the	 breakdown	 of	 the	 classical	 music	 audience	 and	 each	segment’s	 characteristics	 and	 motivations	 for	 attending	 may	 have	 significant	implications	for	concert	programing,	marketing	strategies	and	policy	decisions.		
2.2 Marketing	Strategies	
Marketing	 strategies	 naturally	 have	 an	 important	 role	 to	 play	 in	 developing	classical	 music	 audiences	 (Botstein,	 1992;	 Lin,	 2008).	 It	 is	 the	 role	 of	 these	marketing	strategies	to	maintain	the	relevance	of	and	interest	in	classical	music	concerts	(Kolb,	2000,	2001).	This	is	becoming	increasingly	difficult	amongst	“an	increasingly	 mobile	 and	 globalised	 audience	 with	 home	 access	 and	 portable	music	 preferences”	 (Nicholls,	 2014,	 p.	 16).	 As	 such,	 it	 is	 the	 seasoned	 classical	audience	member	 to	whom	music	 organisations	 are	 targeting	 their	marketing	strategies.	 Consequently	 younger	 individual	 ticket	 purchasers	 and	 infrequent	
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attendees	 are	 being	 largely	 excluded	 by	 music	 organisations’	 marketing	strategies	(Rizkallah,	2009).			Infrequent	audience	members	pose	a	significant	challenge	to	arts	organisations.	This	 is	 because	 of	 their	 tendency	 to	 socialise	 spontaneously	 and	 make	 “last	minute	decisions	to	go	out	for	the	evening	only	when	all	other	pressures	on	their	time	have	been	accommodated”	(Pitts,	2014,	p.	25).	 It	 is	 thus	difficult	 to	create	effective	 marketing	 strategies	 for	 the	 unpredictable,	 spontaneous	 infrequent	attendee	(Kotler	&	Scheff,	1997).		Hence	 the	 contention	 arises:	 do	 music	 organisations	 maintain	 their	 existing	marketing	 strategies	 targeting	 the	 majority	 of	 reliable	 older	 subscribers	 who	prioritise	 regular	 attendance;	 or	 should	 they	 revise	 these	 strategies	 to	 attract	younger,	more	culturally	and	ethnically	diverse	audiences	(John	S.	and	James	L.	Knight	Foundation,	2002).		
2.2.1 American,	British	and	Australian	classical	music	markets	In	 2002,	 The	 John	 S.	 and	 James	 L.	 Knight	 Foundation	 reported	 that	approximately	 10-15%	of	Americans	were	 interested	 in	 classical	music.	Of	 the	even	 smaller	 percentage	 of	 Americans	 who	 expressed	 a	 great	 interest	 in	attending	 classical	 concerts,	 less	 than	 half	 said	 they	 actually	 attended,	 even	 if	infrequently.	 McCarthy,	 Brooks,	 Lowell	 &	 Zakaras	 (2001)	 believe	 such	 figures	suggest	 there	 is	 much	 room	 for	 expansion	 of	 the	 classical	 concert	 market	 in	America.	
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	A	 similar	 pattern	 of	 interest	 in	 classical	music,	 but	 non-attendance	 at	 concerts	was	 found	 in	 the	 United	 Kingdom	 (Baker,	 2000).	 Of	 the	 34%	 of	 the	 adult	population	 interested	 in	 classical	 music,	 only	 12%	 attend	 classical	 music	concerts.	An	even	smaller	4.5%	of	the	British	population	said	they	attend	more	than	one	classical	concert	each	year.		No	such	data	exists	to	display	a	similar	pattern	of	interest	and	non-attendance	in	Australia.	 Interestingly	 however,	 where	 the	 American	 and	 British	 experiences	illustrate	how	even	 those	who	show	the	most	 interest	 rarely	attend	more	 than	one	classical	concert	a	year,	a	different	pattern	is	found	in	Australia.	ABS	figures	illustrate	 that	 of	 the	 8.9%	 of	 Australians	 who	 attended	 classical	 concerts	between	2009-10,	 (Statistics,	2011)	11.8%	attended	six	or	more	times	(Hoegh-Guldber,	2011).		
2.2.2 Arts	organisations’	proposed	solutions	The	 challenge	 for	 arts	 organisations	 is	 to	 develop	new	marketing	 strategies	 to	expand	 the	 current	 classical	 concert	 audience	 and	 in	 doing	 so,	 focus	 on	 the	needs,	 the	 interests	 and	 the	 concerns	 of	 the	 non-attending	 market	 (Kotler	 &	Scheff,	 1997;	 Roose,	 2008;	 Wolf,	 2006).	 Arts	 organisations	 also	 struggle	 to	promote	a	classical	concert	 that	competes	with	the	ease,	cost-effectiveness	and	availability	 of	 “more	 instantaneous	 forms	 of	musical	 entertainment	within	 the	home”	 (Nicholls,	 2014,	p.	17).	 Furthermore,	 it	 is	 the	ease	and	 readily	 available	
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nature	of	other	 forms	of	entertainment	that	cater	 for	spontaneity	and	dissuade	new	or	younger	classical	concert	attendance	(Maitland,	2008).		So	 far,	 arts	 organisations	 have	 sought	 to	 overcome	 these	 challenges	 by	implementing	 initiatives	 that	 transform	 the	 traditional	 classical	 concert	 format	(Cusic,	 1996;	 Dearn	 &	 Price,	 2016;	 Mitic,	 2016;	 "Musical	 Briefing:	 Ageing	Audiences,"	 2012;	 Whitaker	 &	 Philliber,	 2003).	 Such	 initiatives	 include	 the	creation	 of	 pops	 orchestras,	 symphonies	 in	 the	 park,	 populist	 classical	programming	 (Adams,	 2016;	 Dearn	 &	 Price,	 2016),	 collaborations	 between	celebrity	guest	artists	and	orchestras	(Neutze,	2015),	merging	classical	concerts	with	dance	parties	 ("Musical	Briefing:	Ageing	Audiences,"	 2012),	 the	mixing	of	different	media	("Harry	Potter	and	the	Philosopher's	Stone:	In	Concert	with	the	SSO,"	2017)	and	experimenting	with	performance	venues	(Barker,	2013;	Galvin,	2017).			Barker	(2013)	investigated	the	rise	of	 live-streaming	arts	events	to	the	cinema.	Arts	 organisations	 have	 undertaken	 this	 venture	 in	 a	 bid	 to	 expand	 arts	audiences	 by	 tapping	 into	 cinema	 audiences.	 The	 popularity	 of	 this	 exercise	 is	evidenced	 by	 the	 fact	 that	 the	 New	 York	metropolitan	 Opera	 House	 now	 live-streams	 its	 performances	 to	more	 than	 2000	 cinemas	 in	 over	 70	 countries	 (J.	Brown,	 2016).	 Whilst	 Barker’s	 investigation	 revealed	 this	 strategy	 has	 been	effective	in	expanding	traditional	theatre-going	audiences,	this	scheme	has	done	little	 to	 expand	opera	 audiences.	 It	 is	 primarily	 the	 interested,	 seasoned	opera	audience	 members	 who	 attend	 these	 cinema	 events.	 Interestingly	 he	 does	suggest	 that	 anecdotal	 evidence	 indicates	 this	 kind	 of	 event	 attracts	 younger	
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audiences	 in	 Australia,	 thus	 has	 the	 potential	 to	 expand	 traditional	 opera	audiences	in	an	Australian	context	(Barker,	2013,	p.	67).			This	kind	of	event	however	does	not	usually	convert	new	opera	attendees	at	the	cinema	 into	 seasoned	 attendees	 at	 the	 opera	 house.	 Barker	 does	 however	suggest	there	are	elements	of	the	cinema	event	that	opera	audiences	enjoy	that	they	 cannot	 enjoy	 at	 the	 opera	 house.	 These	 include	 the	 ‘localness’	 and	 the	familiarity	 of	 the	 event	 being	 at	 the	 local	 cinema,	 and	 the	 ease,	 comfort	 and	relaxed	nature	of	observing	the	opera	in	the	cinema,	rather	than	the	opera	house	(J.	Brown,	2016).			Ultimately	however,	Barker,	amongst	others	(Auslander,	1999;	Pitts	&	Burland,	2013;	 Radbourne,	 Johanson,	&	Glow,	 2014),	 contends	 that	 arts	 audiences	 seek	from	 the	 live	 performance	 those	 qualities	 that	 cannot	 otherwise	 be	 conveyed	through	a	digital	broadcast.	These	qualities	include	being	co-present	with	and	in	physical	proximity	 to	 the	musicians	and	 the	music	being	created,	being	able	 to	interact	 and	 engage	 with	 the	 performers	 and	 with	 other	 audience	 members	directly	and	to	feel	a	sense	of	participation	in	the	event.			Some	critics	thus	caution	against	such	audience	development	initiatives	for	fear	that	 they	 undermine	 the	 artistic	 integrity	 of	 the	 music	 as	 an	 art	 form	 itself,	“impoverish	 our	 relationship	 with	 it”	 (Hazelwood,	 2009)	 and	 “alienate	 the	current	 core	 audience”	 (Pitts,	 2014)	 in	 order	 to	 appeal	 to	 a	 broader	 populous	(Dimaggio,	 1982;	 Hazelwood,	 2009;	 Julian	 Johnson,	 2002;	 Lebrecht,	 1997;	Sigurjonsson,	 2010).	 Sigurjonsson	 criticizes	 arts	 marketing	 strategies	 “…for	
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being	too	reductive	and	for	applying	a	solely	economic-transactional	view	to	the	study	of	musical	engagement	by	primarily	 focusing	on…fiscal	measures,	and…a	commercial	view	of	the	musical	experience”	(p.	276).			A	particular	organisation’s	reputation	for	programming	certain	works	can	serve	as	 an	 indirect	marketing	 strategy.	 For	 example,	 audiences	with	 a	 penchant	 for	new	 and	 contemporary	works	 are	more	 likely	 to	 subscribe	 to	 a	 contemporary	ensemble,	or	donate	to	an	arts	organisation	known	for	presenting	such	concerts.	As	such,	knowing	how	new	audiences	are	likely	to	react	to	certain	repertoire	is	crucial	to	curating	an	appropriate	program.	Kawase	&	Obata	(2016)	investigated	infrequent	 classical	 listeners’	 emotional	 responses	 to	 recorded	 classical	 music	and	 whether	 those	 responses	 could	 motivate	 listeners	 to	 attend	 live	performances.	They	concluded	that	listening	to	repertoire	that	provoked	strong	emotions	of	happiness	and	tenderness	created	a	desire	to	want	to	re-experience	that	 same	 music	 live	 in	 concert.	 Hence,	 “positive	 emotions	 induced	 by	 music	listening	may	affect	intentions	to	attend	concerts”	(Gabrielsson,	2011,	p.	7).	This	has	 implications	 for	 the	 programming	 of	 classical	 concerts.	 For	 instance,	 if	 an	arts	organisation	is	seeking	to	target	the	infrequent	attendee	with	their	program	choice,	they	may	select	repertoire	that	objectively	invokes	emotions	of	happiness	and	joy.		It	 is	 less	 clear	 whether	 new	 audiences	 appreciate	 sad	music	 and	whether	 the	same	correlation	exists	between	music	that	 invokes	less	positive	emotions,	and	concert	 attendance.	 Prior	 studies	 do	 suggest	 that	 audience	 members	 can	 be	inclined	to	enjoy	sad	music	(Garrido	&	Schubert,	2011;	cf	Ladinig	&	Schellenberg,	
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2012;	Vuoskoski,	Thompson,	Doris,	&	Tuomas,	2012)	however	do	not	go	so	far	to	suggest	 that	 music	 evoking	 emotions	 of	 sadness	 encourages	 audience	attendance.			Some	suggest	a	marketing	tactic	can	be	found	in	capturing	the	loyal	following	of	the	CANAs	(Winzenried,	2004).	The	implementation	of	‘student	rush’	tickets	and	new	 technology	 as	 a	 promotional	 strategy	 are	 initiatives	 aimed	 at	 attracting	CANAs	 and	 younger	 audiences	 in	 general.	 A	 2014	 study	 looked	 at	 new	technology	 as	 a	 promotional	 strategy,	 reporting	 that	 the	 implementation	 of	 a	mobile	 phone	 app	 to	 advertise	 a	 classical	music	 event,	whilst	 proving	 a	 useful	mechanism	in	selling	tickets,	did	little	to	expand	the	younger	audience	beyond	its	traditional	 demographic	 (Crawford,	 Gosling,	 Bagnall,	 &	 Light,	 2014).	 There	 is	also	 scant	 evidence	 to	 suggest	 that	 cheaper	 student	 rush	 tickets	 convert	 the	younger	concert	attender	into	a	regular	attender	(J.	Brown,	2016).		Audience	 development	 initiatives	 have	 also	 addressed	 the	 length	 of	 classical	concerts	to	make	them	more	accessible	to	the	public	(Wilson,	2016).	Rush-hour	concerts	starting	at	6.30pm	seek	to	attract	professionals	finishing	their	workday;	hour-long	concerts	are	targeted	towards	audiences	who	perceive	longer	concerts	as	 a	 barrier	 to	 attendance	 and	 lunchtime	 concerts	 aim	 to	make	 concerts	more	readily	 accessible	 (Wilson,	 2016).	 These	 strategies	 also	 seek	 to	 capture	 the	interest	of	a	younger	audience;	a	demographic	that	otherwise	may	not	be	able	to	attend	 classical	 concerts	 because	 they	 can’t	 fit	 attendance	 around	 family	commitments	(Pitts,	2014).	Shorter,	less	formal	concerts	at	lunchtime	or	straight	
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after	 work	 also	 facilitate	 attendance	 by	 younger,	 more	 ‘spontaneous’	 concert	attendees	who	make	last-minute	decisions	(Pitts,	2014).		Other	audience	development	strategies	include	‘relational	activities’	which	seek	to	“initiate	and	nurture	relationships	in	the	community	in	order	to	build	public	support	 and	 offer	 gateway	 experiences	 that	 introduce	 an	 orchestra	 to	 future	ticket	 buyers”	 (Whitaker	 &	 Philliber,	 2003,	 p.	 2).	 ‘Relational	 activities’	 include	community	 outreach	 programs	 and	 free	 concerts	 (Gilmer,	 2008)	 and	 offering	free,	discounted,	or	‘special	deal’	tickets	(Tong	et	al.,	2016).	Wolf	(2006)	however	reports	 that	 these	 have	 not	 been	 overly	 effective	 in	 expanding	 the	 traditional	concert-going	 demographic,	 failing	 to	 retain	 new	 attendees.	 Instead,	 the	literature	 suggests	 that	 educational	 programs	 in	 schools	 and	 extra-curricular	musical	involvement	positively	impact	classical	orchestral	concert	attendance	in	fostering	an	interest	in	the	art	form	(Service,	2009;	Wolf,	2006).		Some	 writers	 champion	 the	 efficacy	 of	 ‘word	 of	 mouth’	 communication	 as	 an	effective	 marketing	 solution	 (A.	 Brown,	 2004a;	 Moss,	 2007;	 Radbourne	 et	 al.,	2009;	 Tong	 et	 al.,	 2016).	 Alan	 Brown	 (2004a)	 calls	 this	 ‘customer-centred	marketing’.	This	 involves	 ‘initiators’:	 those	who	invite	others	to	attend	classical	concerts,	 and	 ‘responders’:	 those	who	attend	 classical	 concerts	upon	 invitation	(A.	 Brown,	 2004a).	 Initiators	 can	 be	 highly	 valuable	 in	 bringing	 new	 audience	members	 to	 classical	 concerts	 such	 that	 arts	 groups	 should	be	more	willing	 to	acquire	 the	 loyalty	 of	 ‘initiators’	 with	 their	 marketing	 strategies	 (A.	 Brown,	2004a).	 Such	 strategies	 may	 target	 the	 initiator	 themselves,	 through	 offering	discounted	 tickets.	 Other	 strategies	 could	 be	 implemented	 to	 facilitate	 the	
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initiator’s	 task,	 for	 example	 through	 the	 creation	 of	 music	 clubs.	 Music	 clubs	would	 enable	 initiators	 to	 bring	 groups	 of	 people	 together,	 listen	 to	 music,	discuss,	meet	with	musicians	and	attend	the	concert	together	(A.	Brown,	2004a).	This	 kind	 of	 marketing	 strategy	 also	 provides	 value-enhancement	 as	 the	attendee	is	simultaneously	benefiting	from	their	social	experience.			
2.3 The	Audience	Experience	
2.3.1 Audience	Familiarity	and	Enjoyment	Kolb	(2000)	was	the	first	of	many	to	look	specifically	at	the	experiences	of	new	classical	 concert	 attendees	 in	 a	 bid	 to	 identify	 the	 barriers	 to	 their	 desire	 to	attend.	 She	 found	 that	 after	 first-time	 attendance	 at	 a	 number	 of	 different	classical	 concerts,	 participants	 identified	 positively	 with	 those	 that	 contained	familiar	 repertoire.	 Studies	 have	 demonstrated	 that	 for	 the	 seasoned	 classical	audience	 member	 as	 well,	 feeling	 a	 sense	 of	 familiarity	 with	 the	 repertoire	contributes	 to	 their	 concert	 enjoyment	 (Dobson	 &	 Pitts,	 2011;	 Dodrill,	 2014;	Green,	 2006;	 S.	 Thompson,	 2006,	 2007).	 Conversely,	 feelings	 of	 unfamiliarity	may	preclude	understanding	and	enjoyment	(Pitts,	2016).			Thompson	 (2007)	 concluded	 that	 familiarity	with	 the	program	and	venue,	 and	perceiving	both	the	performers	and	performance	to	be	authentic	were	important	factors	 influencing	 audience	 enjoyment.	 Dobson	 &	 Pitts	 (2011)	 also	 identified	that	familiarity	enhances	audience	enjoyment.	They	assert	that	familiarity	comes	through	 a	 contextualised	 understanding	 of	 the	 concert.	 This	 is	 because	 the	“concert	 experience	 is	 not	 sufficiently	 straightforward	 to	 necessarily	 generate	
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immediate	enjoyment	or	understanding…	suggest[ing]	that	classical	appreciation	requires	 a	 degree	 of	 knowledge	 acquisition”	 (p.	 371).	 Green	 (2006)	 stipulates	that	 listeners	 are	 likely	 to	 respond	positively	 to	 the	music’s	 inherent	meaning,	that	is	their	understanding	of	how	the	music	sounds,	when	they	have	a	high	level	of	 familiarity	with	 the	music.	 Dodrill	 (2014)	 agrees,	 concluding	 that	 the	more	familiar	 one	 is	 with	 concert	 repertoire,	 the	 more	 appealing	 they	 find	 the	performance.			Dobson	 (2013)	 examined	 how	 familiarity	 with	 repertoire	 affects	 the	 new	 and	infrequent	 concert	 attendee’s	 enjoyment.	 Dobson’s	 study	 design	 required	 one	group	of	participants	to	listen	to	the	repertoire	in	the	two	weeks	preceding	the	concert	 and	 one	 group	 to	 remain	 unfamiliar	 with	 the	 repertoire.	 Whilst	 the	listening	task	went	some	way	in	familiarising	the	listeners	with	the	repertoire,	it	made	no	difference	to	this	group’s	enjoyment	of	the	concert	when	compared	to	the	group	that	had	not	previously	heard	the	repertoire.	It	thus	remains	uncertain	as	 to	 whether	 familiarity	 with	 repertoire	 has	 a	 positive	 impact	 on	 a	 new	audience	member’s	enjoyment	of	a	classical	concert	or	not.				A	 body	 of	 literature	 exists	 that	 suggests	 the	way	 one	 listens	 to	 classical	music	may	 have	 a	 greater	 impact	 on	 their	 ability	 to	 become	 familiar	 with,	 and	subsequently	 enjoy	 a	 classical	 concert	 (Peretz,	 Gaudreau,	 &	 Bonnel,	 1998;	Szpunar,	 Schellenberg,	&	Pliner,	2004).	For	example,	whether	one	 listens	 in	an	incidental	 manner	 or	 a	 focused	 manner	 may	 produce	 different	 enjoyment	outcomes	 (Szpunar	 et	 al.,	 2004).	 Szpunar	 et	 al.	 (2004)	 revealed	 that	 repeated	focussed	 listening	 actually	 decreased	 enjoyment	 of	 a	 melodic	 excerpt	 when	
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compared	 to	 repeated	 incidental	 listening.	 Repeated	 focussed	 listening	 did	however	 improve	 recognition	 of	 that	 melody	 when	 compared	 to	 recognition	levels	after	repeated	incidental	listening.			A	number	of	psychological	barriers	that	preclude	new	or	inexperienced	listeners	from	 attending	 classical	 concerts	 stem	 from	 their	 lack	 of	 familiarity	 and	knowledge	with	the	concert	setting	including	concert	etiquette	and	conventions	and	the	repertoire	(Baumgartner,	2002;	Dobson	&	Pitts,	2011;	Kolb,	2000;	Pitts,	2005;	Pitts	et	al.,	2013;	Pitts	&	Spencer,	2008;	Radbourne	et	al.,	2009;	Roose	&	Stichele,	 2010).	 The	 concert’s	 formality	 and	 traditional	 audience	 demographic	also	alienate,	 intimidate	and	discourage	new	and	younger	audience	attendance	(Dobson	&	Pitts,	2011).	Pitts	(2014)	discusses	the	discomfort	that	can	arise	for	the	 inexperienced	 classical	 concert	 attendee	 who	 is	 not	 familiar	 with	 their	surrounds:			 While	 some	 newcomers	 will	 quickly	 feel	 ‘at	 home’	 in	 a	 group	 that	 seems	familiar	 to	 them,	 those	who	are	 in	 a	minority	–	whether	 through	ethnicity,	age,	 social	 background	 or	 assumed	 musical	 experience	 –	 might	 feel	 more	conspicuous	and	therefore	less	engaged	(p.	27).		
2.3.2 Familiarisation	vs	Over-Familiarisation	Dobson	 &	 Pitts	 (2011)	 investigated	 audience	 members’	 expectations	 of	 the	classical	 concert.	They	differentiated	between	 the	expectations	of	 the	seasoned	concert-goer	 and	 the	 infrequent	 concert-goer.	Where	 the	 regular	 concert-goer	was	motivated	to	attend	a	classical	concert	to	hear	new	and	challenging	pieces	to	expand	their	musical	education,	 the	 infrequent	and	 inexperienced	concert-goer	
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sought	 to	 hear	 a	 program	 of	 “familiar	 and	 easily	 recognisable	 tunes”	 (Roose,	2008).	 Roose	 further	 clarifies	 that	 the	 younger	 ‘passer-by’	 embodies	 a	 more	‘open’	attitude	to	concert	repertoire	and	may	be	willing	to	hear	more	challenging	and	unfamiliar	repertoire.	Roose	stipulates	that	the	older,	less	educated	‘passer-by’	seeks	to	hear	music	that	is	familiar.			Foucault	&	Boulez	(1988)	however	caution	against	over-familiarising	one’s	self	with	 ‘easily	 recognisable	 tunes’	 as	 it	makes	 the	perception	of	new	music	more	difficult.	Small	(1998)	and	Cone	(1974)	agree,	arguing	that	repeated	listening	of	pieces	 results	 in	 a	 ‘loss	 of	 narrative	 meaning’.	 This	 has	 the	 flow-on	 effect	 of	making	 listeners	 who	 are	 over-familiar	 with	 one	 genre	 of	 music	 less	 likely	 to	attend	future	concerts	featuring	unfamiliar	music.			North	&	Hargreaves	 (1995)	 reached	a	 similar	 conclusion	when	 they	concluded	that	a	listener’s	enjoyment	of	a	piece	of	music	is	conditioned	by	their	subjective	perception	of	the	music’s	complexity.	That	is,	a	person	is	more	inclined	to	enjoy	music	 with	 a	 degree	 of	 complexity	 to	 it,	 rather	 than	 straightforward	 music	deemed	to	contain	no	complexity.	The	same	researchers	asserted	that	repeated	exposure	 to	 complex	 music	 increases	 liking,	 whereas	 repeated	 exposure	 to	simple	music	decreases	liking	(Hargreaves	&	North,	2010).		
2.3.3 Audience	Comfort,	Understanding	and	Enjoyment		Much	 of	 the	 literature	 attributes	 audience	 enjoyment	 to	 a	 concert	 atmosphere	where	a	person	“feel[s]	comfortable,	welcome	and	engaged	amongst	an	audience	
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of	 regular	 attenders”	 (Dobson	 &	 Pitts,	 2011,	 p.	 370)	 (Baker,	 2000;	 Hill,	O'Sullivan,	&	O'Sullivan,	 1996;	Maitland,	 2000).	Maitland	 (2000)	 contends	 that	enabling	 concert	 attendees	 to	 feel	 comfortable	 at	 the	 classical	 concert	 setting	requires	 that	 they	are	 familiar	and	comfortable	with	 the	concert’s	conventions.	She	 suggests	 that	 “improving	 both	 existing	 attenders’	 and	 non-attenders’	understanding,	 knowledge	 and	 appreciation”	 of	 the	 classical	 concert	 may	actually	involve	a	change	of	classical	concert	conventions	(Maitland,	2000,	p.	10).	Here,	 Maitland	 discusses	 the	 need	 to	 change	 current	 classical	 concert	conventions	 in	 order	 for	 the	 classical	 concert	 art	 form	 to	 be	 more	understandable	 and	 comfortable	 for	 both	 the	 current	 market	 and	 potential	future	audiences	–	conventions	including	the	concert’s	traditional	venue,	formal	dress,	 audience	 behaviour	 surrounding	 applauding,	 concert	 duration,	programming,	pre-concert	talk	etc.		The	 homogeneity	 and	 class	 characteristics	 associated	 with	 classical	 audiences	can	make	new	attendees	feel	alienated,	detached,	self-conscious	and	potentially	rude	concerning	 their	 lack	of	knowledge	about	concerts	(Dobson,	2010).	When	new	audiences	feel	they	lack	this	knowledge	and	understanding	of	the	music,	by	extension	they	also	feel	they	lack	the	ability	to	appraise,	interpret	and	appreciate	the	performance.	The	argument	thus	exists	that	being	more	informed	and	having	a	greater	understanding	of	a	classical	performance	enables	audience	members	to	evaluate	 and	 appraise	 that	 performance.	 This	 understanding	 and	 ability	 to	appraise	 a	 performance	 bestows	 upon	 new	 audiences	 members	 a	 sense	 of	intellectual	inclusion,	participation,	belonging	and	validation	that	in	turn	leads	to	enjoyment	(Benzecry,	2009;	Dearn	&	Price,	2016;	Dobson,	2010;	Pitts,	2016).	
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	New	 audience	 members	 may	 feel	 they	 do	 not	 possess	 the	 requisite	 ‘special	knowledge’	 of	 classical	 music	 that	 they	 perceive	 seasoned	 audience	 members	possess	 (Jacobs,	 2000;	 Kolb,	 2000;	 Pitts,	 2016;	 Radbourne	 et	 al.,	 2010).	Furthermore,	this	perceived	understanding	that	audience	members	must	devote	their	 full	 attention	 to	 the	performance	can	seem	both	daunting	and	 impossible	for	new	audiences	(Dobson	&	Pitts,	2011).	Radbourne	et	al.	(2009)	highlight	that	new	audience	members	want	 to	 be	 informed	 about	 classical	music	 to	 enhance	their	 concert	 experience.	 They	 want	 to	 “know	 more	 about	 what	 they	 [are]	viewing	and	to	be	given	information	relevant	to	the	performance	as	part	of	the	viewing	 experience”	 (p.	 24).	 Not	 being	 ‘sufficiently	 in	 the	 know’	 can	 lead	 to	audience	discomfort	 as	new	classical	 audiences	 can	 feel	 “there	 is	 something	 in	[the]	 arts	 performance	 that	 demands	 to	 be	 figured	 out”	 (Jacobs,	 2000,	 p.	 139;	Radbourne,	Glow	and	Johanson,	2010).		Hence	improving	audience	comfort	and	enjoyment	at	classical	concerts	relies	on	ensuring	audiences	are	informed	about	the	performance,	possessing	knowledge	about	 the	 repertoire,	 concert	 conventions	 and	 other	 audience	 members.	 The	challenge	 remains	 how	 to	 impart	 such	 knowledge	 to	 the	 new	 classical	 concert	attendee.	
2.3.4 The	Classical	Concert:	A	Multi-Sensory	Experience	The	influence	of	the	visual	impact	of	a	classical	concert	on	a	first-time	attendees’	enjoyment	 is	of	great	 interest	 in	the	musical	domain.	 	A	new	classical	audience	members’	evaluation	of	a	concert	is	more	easily	influenced	by	the	visual	cues	of	
		 24	
the	 orchestral	 players’	 movements,	 the	 musicians’	 attire	 and	 whether	 they	looked	‘stylish’	on	stage,	and	the	visual	appeal	of	the	stage	itself	than	the	quality	of	 the	musical	performance	 (Dobson	&	Pitts,	2011;	Griffiths,	2010;	Kolb,	2000;	Tsay,	2013).	Seeing	the	performers’	level	of	skill,	engagement	and	enjoyment	can	translate	into	greater	engagement	and	enjoyment	for	the	new	audience	member	as	well.	In	some	instances,	the	classical	concert’s	visual	cues	have	had	more	of	an	impact	 on	 new	 audience	members’	 evaluations	 of	 the	 concert	 experience	 than	the	 auditory	 cues	 (Platz	 &	 Kopiez,	 2012).	 Huang	 &	 Krumhansl	 (2011)	 and	Juchniewicz	 (2008)	 found	 that	 musicians’	 stage	 behaviour	 and	 the	 level	 of	exaggeration	of	their	movements	were	the	biggest	determinants	of	quality	of	the	performance	 for	 the	 non-musician.	 This	 is	 not	 however	 a	 phenomenon	 solely	experienced	by	the	new	classical	concert	attendee.			A	 performance’s	 visual	 cues	 can	 also	 have	 a	 powerful	 impact	 on	 a	 seasoned	classical	 concert	 attendee’s	 evaluation	 of	 a	 performance	 (Krahé,	 Hahn,	 &	Whitney,	 2015;	Mitchell	 &	MacDonald,	 2014;	 Tsay,	 2013).	 Krahé	 et	 al.	 (2015)	demonstrate	 that	 the	way	a	musician	perceives	 the	music	being	created	by	 the	performer,	together	with	the	performer’s	body	movements	generates	a	stronger	emotional	 response	 to	 the	 performance.	Mitchell	&	MacDonald	 (2014)	 suggest	that	the	interaction	of	a	performance’s	auditory	and	visual	cues	for	an	audience	member	enables	them	to	be	more	discerning	about	the	performance	than	when	they	 are	 relying	 on	 audio	 cues	 alone.	 This	 has	 implications	 for	 how	 one	 can	evaluate	or	 enjoy	 a	 live	performance,	more	 than	 an	 audio-only	 recording.	W.F.	Thompson,	Graham	&	Russo	(2005)	assert	that	visual	cues	don’t	just	influence	an	audience	member’s	 ability	 to	 evaluate	 a	 performance,	 but	 they	 also	 affect	 the	
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way	 audience	 members	 will	 interact	 with	 that	 performance.	 For	 instance	 a	performer’s	 facial	 expressions	 can	 evoke	 different	 emotional	 responses	 for	audiences.	 Tsay	 (2013)	 goes	 one	 step	 further,	 stipulating	 that	 musically-informed	spectators,	even	those	with	the	highest	musical	qualifications	who	sit	on	 the	 panels	 of	music	 competitions,	 “depend	 primarily	 on	 visual	 information	when	making	judgments	about	music	performance”	(p.	14580).		
2.4 Addressing	the	Demise	of	the	Classical	Music	Concert	
The	classical	music	concert	faces	the	challenge	of	appealing	to	a	wider	audience.	For	the	young	classical	concert	non-attendee,	the	element	of	‘fun’	is	the	“essential	ingredient	for	a	successful	night	out”(Kolb,	2000).	 ‘Fun’	is	defined	as	the	ability	to	 interact	 with	 people	 and	 ‘let	 one’s	 hair	 down’,	 to	 laugh	 and	 to	 have	 the	opportunity	 to	 meet	 new	 people	 (Kolb,	 2000).	 Kolb’s	 participants	 did	 not	associate	 these	 factors	 with	 attending	 a	 classical	 music	 concert.	 Furthermore,	people	 listen	 to	music	because	 it	 is	 a	pleasurable	 experience	 (Schubert,	 2009),	because	it	provides	a	form	of	escapism	and	because	of	its	ability	to	regulate	one’s	mood	and	heighten	one’s	sense	of	self-awareness	(Schäfer,	Sedlmeier,	Städtler,	&	Huron,	2013).	Classical	music	is	not	generally	considered	as	capable	of	fulfilling	these	needs.		Green	 (2006)	suggests	 that	 classical	music	may	be	undervalued	because	of	 the	negative	associations	people	attach	to	the	genre.	She	writes	that	the	associations	and	 connotations	 of	 “studiousness,	 boredom,	 old	 people,…irrelevance	 and	removal	 from	 everyday	 life”	 (p.	 13)	 stem	 from	 the	 way	 students	 learn	 about	
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classical	 music	 in	 the	 classroom.	 She	 posits	 that	 a	 more	 autonomous,	 self-directed,	aural	and	informal	method	of	learning	about	classical	music	may	free	it	from	its	perceived	social	context	and	enable	listeners	to	associate	more	positive	connotations	with	classical	music.			
2.4.1 Learning	by	listening	Harnessing	different	methods	of	listening	to	classical	music	has	been	touted	as	a	means	 to	 develop	 classical	 music	 audiences	 (Bashford,	 2010;	 Campbell,	 2006;	Choksy,	 1999;	 Elliott,	 2005;	 Garrison,	 1996;	 Green,	 2002;	 Lilliestram.	 2013;	Sloboda	&	O’Neill,	2001;	Small,	1996;	1999	).	As	we	live	in	a	highly	a	sonic	world	where	music	 is	 so	 readily	 available	 in	 all	 facets	 of	 our	 lives,	 Campbell	 (2005)	stresses	 the	 importance	 of	 teaching	 the	 ‘pedagogy	 of	 listening’	 and	 drawing	young	people’s	attention	to	how	to	listen.			Nicholls	(2014)	discusses	listening	in	the	concert	hall	as	an	“artistic,	creative	and	social	activity”	(p.	28),	requiring	audience	members	to	become	more	involved	in	the	concert	experience.	Nicholls	explains	that	listeners	can	listen	informally,	in	a	nontechnical	 fashion.	 This	 may	 include	 listening	 through	 watching	 the	performers,	 tapping	 the	 rhythm,	 finding	 patterns	 in	 the	 music,	 imagining	 a	narrative	 to	 match	 the	 music	 and	 other	 such	 non-formally	 acquired	 skills.	Listeners	can	also	 listen	by	employing	 “technical	knowledge	or	skills	and	prior	familiarity	developed	by	the	 listener	through	experience”	(p.	63).	Listeners	can	listen	 ‘attentively’	which	may	enable	 them	 to	 identify	 feelings	 and	emotions	 in	the	music	(Campbell,	2005;	Elliott,	2005;	Judith	Johnson,	2001).	As	a	pedagogical	
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technique,	active	listening	is	a	‘teacher-directed	approach’	to	listening	where	the	teacher	or	presenter	uses	certain	elements	of	the	music	as	focus	points	to	which	to	draw	the	listener’s	attention	(Campbell,	2005,	p.	31).	Campbell	identifies	other	modes	 of	 listening	 as	 ‘engaged	 listening’	 and	 ‘enactive	 listening’.	 Both	 these	methods	 of	 listening	 as	 a	 pedagogical	 tool	 are	 aimed	 at	 including	 the	 listener	more	actively	and	getting	them	to	participate	in	the	music-making	process.			Stockfelt		(1997)	discusses	‘modes	of	listening’	as	a	method	of	learning	about	and	becoming	 familiar	 with	 classical	 music,	 though	 not	 necessarily	 in	 a	 formal	learning	environment.	He	talks	about	our	reactions	and	feelings	towards	music	being	 conditioned	 by	 the	 situation	 or	 the	 context	 in	 which	 we	 encounter	 the	music	itself.	Green	(2006)	refers	to	this	as	the	‘delineated’	meaning	we	attach	to	music;	 that	 is	 the	social,	 cultural,	 religious,	political	or	other	such	connotations	we	attach	to	music	as	conditioned	by	our	listening	or	learning	experience.			For	 Stockfelt,	 	 ‘adequate’	 listening	 takes	 place	 when	 one	 conforms	 to	 the	sociocultural	 conventions	 and	 understands	 the	 subculture	 to	 which	 the	music	belongs.	 Hence	 not	 every	 ‘mode	 of	 listening’	 can	 be	 applied	 to	 every	 ‘sound	structure’	or	‘musical	work’.	In	other	words,	Stockfelt	suggests	that	some	genres	of	 music	 demand	 particular	 methods	 of	 listening.	 For	 example,	 focussed	 and	concentrated	 listening	may	 be	more	 appropriate	 in	 a	 classical	 concert	 setting,	whereas	background,	un-concentrated	listening	may	take	place	when	at	a	café.		Hence,	 while	 listening	 to	 classical	music	 has	 been	 shown	 to	 be	 a	 vital	 step	 in	introducing	and	normalising	classical	music	for	young	audiences,	there	is	still	a	
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prescribed	way	of	listening	to	classical	music	that	must	be	observed	in	order	to	completely	understand	and	enjoy	the	music	and	its	nuances.			
2.4.2 Formal	learning	Applying	 Stockfelt’s	 understanding	 of	 ‘adequate’	 listening,	 one	must	 be	 able	 to	contextualise	 classical	 music	 and	 the	 classical	 concert	 setting	 to	 better	understand	 their	 role	 as	 an	 audience	 member	 and	 how	 to	 listen.	 Classical	audiences	 can	engage	 in	 formal	methods	of	 learning	 to	do	 so	 (Benzecry,	2009;	Wolf,	2006).	For	example,	audience	members	can	pursue	formal	learning	about	music	through	classes,	lectures	and	conferences.		A	 ‘lecture’	 style	 of	 learning	 commonly	 associated	 with	 classical	 music	 is	 the	presentation	of	verbal	information	in	a	pre-concert	talk	format.	Dobson	(2013),	Roose	 (2008)	 and	 Kolb,	 (2000),	 discuss	 the	 provision	 of	 verbal	 descriptions	enhancing	audience	members’	understanding,	 familiarity,	 sense	of	 involvement	in	and	ability	to	appraise	a	performance.	Dobson	and	Pitts	(2011)	found	that	the	provision	 of	 information	 about	 the	 repertoire	 by	way	 of	 spoken	 introductions	provided	a	context	that	enhanced	new	listeners’	experiences	by	increasing	their	confidence	with	the	repertoire	and	feelings	about	the	concert	setting.	The	extant	literature	however	only	suggests	by	way	of	anecdotal	evidence	that	these	verbal	descriptions	 aid	 new	 listeners’	 understanding	 and	 enhance	 enjoyment	 of	 the	classical	concert.	The	current	study	thus	intends	to	build	upon	the	literature	by	investigating	the	efficacy	of	verbal	descriptions	in	aiding	new	classical	audience	members’	understanding,	familiarity	and	engagement	with	a	classical	concert.	
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	Elliott’s	study	(2005)	into	how	teachers	talk	about	music	with	their	students	has	implications	for	how	language	can	be	incorporated	in	a	pre-concert	talk	to	better	communicate	elements	of	 the	music	 to	new	audiences.	Elliott	 suggests	 that	 the	provision	of	verbal	and	emotive	descriptions	accompanying	the	performance	of	music	may	have	an	 “important	 role	 to	play	 in	music	 teaching	and	 learning”	 (p.	102).	In	terms	of	enabling	students	to	engage	in	 ‘attentive	listening’	of	classical	music,	 Elliott	 suggests	 teachers	 could	 “use	 ‘emotion	 words’	 and	 emotional	analogies	 in	 order	 to	 focus	 students’	 attention	 on	 the	 expressive	 features	 of	musical	patterns”	 (p.	102).	This	may	have	 implications	 for	how	presenters	 can	discuss	 music	 in	 a	 pre-concert	 talk,	 effectively	 communicate	 meaning	 to	 new	audiences	and	 focus	new	audiences’	attention	upon	 listening	to	a	new	genre	of	music.		Pre-concert	 talks	 have	 also	 been	 found	 to	 break	 down	 some	 of	 the	 barriers	already	discussed	that	preclude	new	audience	members	from	attending	classical	concerts	 (A.	 Brown,	 2004a;	 Crappell,	 2011).	 Infrequent	 attendees	 believe	 this	presentation	of	information	is	a	valuable	resource	contributing	to	their	musical	understanding.	 Pre-concert	 talks	 also	 lessen	 the	perceived	 separation	between	the	 audience	 and	 the	 musicians	 by	 making	 the	 performers	 more	 personable,	thereby	 eliminating	 some	 of	 the	 unease	 created	 by	 the	 formal	 concert	 setting	(Kolb,	 2000).	Audience	members	 feel	more	 acknowledged	 and	 included	by	 the	performers/presenter,	 and	 that	 they	 are	 fulfilling	 a	 specific	 role	 in	 listening	 to	the	talk	and	the	performance.	This	sense	of	performer-audience	rapport	is	highly	valued	 by	 audiences	 (A.	 Brown,	 2004b;	 Dobson,	 2010)	 and	 goes	 some	way	 in	
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engendering	a	more	informal	atmosphere	that	enhances	audience	comfort	(Pitts,	2005).		Margulis	 (2010)	 investigated	 whether	 program	 notes	 enhanced	 the	inexperienced	 listener’s	enjoyment	of	classical	music.	Her	study	concluded	that	short	 textual	descriptions	actually	reduce	the	 listener’s	enjoyment	of	 the	music	(cf	Silva	&	Silva,	2009).	The	reason	posited	is	that			 When	people	without	 extensive	 formal	 training	 listen	 to	music	 in	 terms	of	verbal	 descriptions,	 they	 may	 work	 so	 hard	 at	 connecting	 the	 notes	 into	label-able	 phenomena	 that	 they	 lose	 the	 ability	 to…hear	 the	 subtle	interconnections	 among	 the	 sounds.	 These	 interconnections	 may	 be	fundamental	to	musical	enjoyment	(p.	299).		Dobson	and	Pitts	 (2011)	 found	 that	 the	 information	presented	 in	 the	program	notes	was	 pitched	 at	 too	 high	 a	 level	 of	 assumed	musical	 knowledge	 for	 their	study	 participants	 to	 understand.	 The	 notes	 were	 thus	 uninformative	 and	reinforced	 new	 attendees’	 feeling	 that	 they	 lacked	 awareness	 and	 the	appropriate	 knowledge	 to	 be	 able	 to	 understand	 and	 enjoy	 their	 concert	experience.		The	 Toronto	 Symphony	 Orchestra	 (TSO)	 has	 developed	 program	 notes	 that	incorporate	a	visual	listening	guide	in	a	bid	to	assist	concert	attendees	with	their	comprehension	of	the	music	(Sinclair,	2016).	This	form	of	visual	representation	was	 developed	 to	 “help	 develop	 audience	 appreciation	 for	 the	 art	 form,	 to	enhance	the	experience	as	well	as	to	provide	engaging	and	informative	content	
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for	audiences”	("How	to	read	music	when	you	don't	read	music:	innovative	and	striking	'listening	guides'	for	classical	audiences,"	2016).	They	provide	audiences	with	a	new	way	to	engage	with	the	music	using	a	means	of	communication	that	can	be	more	widely	understood	("How	to	read	music	when	you	don't	read	music:	innovative	and	striking	 'listening	guides'	 for	classical	audiences,"	2016).	Where	traditional	 program	 notes	 may	 include	 musical	 excerpts	 from	 the	 works	 to	provide	audience	members	with	something	to	listen	out	for	in	the	performance,	TSO	program	notes	convey	the	same	musical	material	using	graphic	symbols	to	represent	 the	music	 in	 a	way	 that	 everyone	 can	understand.	This	 removes	 the	barriers	that	Dobson	and	Pitts’	non-musical	audience	members	found	where	the	information	conveyed	in	the	notes	was	too	musically	academic	and	complicated.	These	 notes	 have	 been	 found	 to	 be	 a	 successful	 form	 of	 communicating	information	to	TSO	patrons,	especially	for	younger	patrons	aged	in	their	20s	and	30s	(Sinclair,	2016).			Program	notes	can	have	a	more	practical	purpose	as	well,	playing	an	important	role	 in	 informing	audience	expectations	 through	 the	simple	act	of	detailing	 the	duration	 of	 a	 work,	 or	 including	 biographical	 information	 about	 the	ensemble/performers	(Crappell,	2011).	Being	informed	of	such	things	has	been	shown	 to	 increase	 audience	 engagement	 and	 comfort	 in	 the	 concert	 setting	(Dobson	&	Pitts,	2011).			
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2.4.3 Informal	learning	Learning	 about	 music	 however	 does	 not	 always	 need	 to	 occur	 in	 a	 formal,	prescribed	 manner.	 Much	 research	 has	 delved	 into	 the	 efficacy	 of	 informal	learning	 when	 it	 comes	 to	 music	 education	 in	 schools	 (Evans,	 Beauchamp,	 &	John,	2015;	Green,	2006,	2008;	Hallam,	Creech,	&	McQueen,	2016,	2017).	In	a	bid	to	 address	 declining	 numbers	 of	 students	 interested	 in	 taking	 music	 as	 an	elective	 in	 secondary	 schools	 in	 the	 UK,	 a	 number	 of	 initiatives	 have	 been	implemented	 to	 make	 music	 more	 appealing	 and	 engaging	 ("Musical	 Futures	Pilot	 Program,"	 2017).	 These	 initiatives	 are	 based	 around	 informal	 learning	practises	that	incorporate	self-directed	teaching	modules	as	well	as	group-based	activities.	 Evans	 et	 al.	 (2015)	 found	 that	 a	 less	 formal	 teaching	 environment	where	students	were	self-directed	in	their	learning	approach	actually	motivated	students	 and	 enabled	 them	 to	 develop	 both	 musical	 and	 extra-musical	 skills.	Hallam	et	 al.	 (2016)	 	 outlined	 that	 these	 initiatives	 “enhanced	 student	 interest	and	 confidence	 and	 increased	 their	musical	 skills”	 (p.	 1).	 Hallam	 et	 al.	 (2017)	built	upon	their	2016	study	by	looking	at	the	impact	of	these	informal	teaching	approaches	 on	 teachers.	 They	 reported	 that	 informal	 teaching	 methods	 also	enabled	 music	 teachers	 to	 feel	 more	 effective	 and	 confident	 in	 their	 teaching	abilities	and	also	increased	their	enjoyment	of	teaching.			A	real-life	application	of	these	informal	teaching	methods	at	work	can	be	seen	in	Benzecry’s	 2009	 study.	 In	 reporting	 on	 the	 experiences	 of	 audience	members	attending	the	opera	in	Buenos	Aires,	Benzecry	concluded	that	opera	is	something	that	needs	 to	be	understood	 in	order	 to	be	properly	 enjoyed.	He	 subsequently	discussed	the	different	methods	of	learning	in	which	opera	audiences	engaged	in	
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order	to	contextualise	their	opera	experience.	He	noted	the	‘informal’	method	of	learning	which	 occurs	 when	 people	 surround	 themselves	 in	 the	 extra-musical	moments	of	a	performance:	for	example	when	in	conversation	with	others	in	the	ticket	and	door	queues,	during	 intermission	and	with	other	audience	members	whilst	commuting	to	and	from	the	opera.	Benzecry	also	talked	about	the	benefits	of	learning	about	opera	through	real-life	experiences,	for	example	the	knowledge	new	 audience	 members	 absorb	 by	 observing	 others	 and	 participating	 in	 the	traditions	 and	 conventions	of	 the	opera	houses.	Nicholls	 (2014)	has	devoted	 a	whole	 paper	 to	 how	 concert	 attendees	 listen	 and	 discusses	 how	 	 listening	 to	classical	 performances	 “develops	 over	 time	 in	 an	 incremental	 and	 cumulative	way	through	social	and	cultural	interactions”	(p.	60).	Dearn	&	Price	(2016)	also	discuss	 the	 potential	 for	 the	 seasoned	 classical	 audience	member	 to	 act	 as	 “a	learning	 resource	 for	newcomers”	 (p.	11).	They	 suggest	 that	new	 listeners	 can	conform	to	established	codes	of	behaviour	by	observing	those	around	them.			Some	 writers	 discuss	 the	 way	 in	 which	 informal	 methods	 of	 listening	 to	recordings	and	conversing	with	others	can	enhance	a	listener’s	engagement	with	a	classical	concert	(Dobson	&	Sloboda,	2014;	Pitts,	2016).	Pitts	(2016)	states	“full	engagement	 takes	 place	 not	 just	 within	 the	 duration	 of	 the	 event	 itself,	 but	through	preparation	and	[…]	through	conversation	afterwards”	(p.	1189).		Watching	 live	 recorded	 performances	 can	 also	 be	 an	 effective	 means	 of	introducing	the	classical	concert	art	form	to	new	audiences	(Chanan,	2002;	Pitts,	2014).	There	is	little	extant	empirical	research	however	on	how	prolific	its	use	is	and	 how	 effective	 watching	 recorded	 performances	 can	 be	 in	 educating	 and	
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informing	new	 listeners	about	 classical	music	 (Chanan,	2002;	Pitts,	2014).	 It	 is	suggested	 however	 that	 not	 only	 can	 viewers	 be	 exposed	 to	 the	 sights	 and	sounds	of	the	music	and	its	performers	through	a	visual	recording,	but	viewers	can	also	gain	an	“insight	into	the	everyday	world	of	the	musician”	(Chanan,	2002,	p.	 373)	 –	 an	 insight	 that	 is	 highly	 valued	 by	 classical	 audience	members	 who	actually	 attend	 the	 performance	 (Pitts,	 2014).	 By	 extension	 of	 reasoning,	 the	connection	 viewers	 feel	 to	 the	 performers	 and	 the	 repertoire	 through	 the	exposure	 to	a	recording	may	 in	 turn	encourage	attendance	and	enjoyment	at	a	live	classical	concert.			There	may	also	be	certain	practicalities	to	watching	live	recordings,	making	the	experience	of	 listening	more	appealing	than	attending	 live	performances	(Pitts,	2014).	 Pitts	 discusses	 the	 risks	 of	 attending	 live	 performances,	 including	 the	impracticalities	 of	 driving	 and	 parking,	 the	 risk	 of	 potentially	 not	 enjoying	 the	performance,	 the	 risk	 of	 enduring	 uncomfortable	 seats,	 high	 ticket	 prices	 or	 a	poor	or	obstructed	view	of	the	musicians	and	so	on.	She	concludes	that	listening	to	or	watching	 live	 recordings	does	away	with	 these	 risks,	 therefore	providing	benefits	 to	 new	 listeners.	 However	 in	 their	 study	 into	 jazz	 audiences,	 Pitts	 &	Burland	 (2013)	 discovered	 that	 the	 audience’s	 experience	 of	 seeing	 the	performers	 interact	 with	 one	 another,	 together	 with	 being	 in	 close	 proximity	with	 the	 musicians	 and	 other	 audience	 members	 alike	 both	 drew	 the	 live	audience	member	into	the	performance,	heightening	their	sense	of	engagement,	their	 understanding	 of	 the	 structure	 of	 the	 music,	 and	 sense	 of	 shared	participation	at	the	event..	Hence	the	benefits	of	the	live	concert	event	may	thus	
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outweigh	 the	 benefits	 of	 listening	 to	 or	 watching	 a	 live	 recording	 of	 a	performance	from	the	comfort	of	one’s	own	home.			These	social,	 informal	and	real-life	learning	methods	are	important	for	the	new	audience	attendee	because	attending	 the	opera,	much	 like	attending	a	 classical	music	 concert,	 can	 be	 an	 ambiguous	 experience	 at	 first.	 The	 efficacy	 of	 the	informal,	social,	shared	enterprise	method	of	learning	that	Benzecry	discusses	is	corroborated	 by	 the	 literature	 investigating	 learning	 about	 music	 in	 the	classroom	 through	 informal	 methods	 (Evans	 et	 al.,	 2015;	 Green,	 2006,	 2008;	Hallam	et	al.,	2016,	2017).			
2.5 An	Impenetrable	Community	of	Seasoned	Concert	Attendees?	
Whilst	 conversing	with	other	audience	members	provides	a	 source	of	 informal	learning	for	the	new	audience	member,	the	class	of	seasoned	classical	audience	members	with	whom	to	converse	can	seem	like	an	 insular,	 impenetrable	social	group.		Additionally,	a	perceived	expectation	that	audience	members	must	be	musically	educated	 and	 able	 to	 listen	 to	 the	music	 in	 an	 informed	manner	 –	 that	 is,	 that	there	are	expected	codes	of	behaviour	and	conventions	that	must	be	followed	–		may	 not	 only	 discourage	 new	 attendees	 from	 conversing	 with	 the	 seasoned	audience	 member,	 but	 may	 actually	 dissuade	 attendance	 in	 the	 first	 instance	(Dobson	&	Pitts,	2011).	Regardless	of	being	a	social	event,	attending	a	classical	music	concert	is	perceived	to	be	a	solitary	activity	which	can	make	new	audience	
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members	 feel	 uncomfortable	 in	 a	 new	 environment	 (Baumgartner,	 2002;	Dobson,	2010;	Nicholls,	2014).	Kolb	(2000)	determined	that	a	major	barrier	 to	new	classical	concert	attendees’	future	attendance	was	their	perceived	inability	to	find	a	companion	with	whom	to	attend.		Benzecry	 (2009)	 and	 Dearn	 &	 Price	 (2016)	 dispel	 the	 notion	 that	 seasoned	classical	audiences	make	up	an	elite,	impenetrable	group	at	concerts.	Whilst	they	do	 acknowledge	 the	 so-called	 ‘hierarchy’	 of	 classical	 music	 audiences,	 they	discuss	how	 the	new	attendee	 can	 ‘progress	 through	 the	 ranks’.	 These	writers	note	 how,	 through	 such	 informal	 learning	 processes	 and	 assimilating	 the	behaviours	 and	 values	 of	 the	 seasoned	 classical	 concert-attending	 community,	newcomers	 can	 acquire	 the	 requisite	 knowledge	 that	 enables	 them	 to	 firmly	establish	themselves	within	the	community	of	seasoned	concert-goers.	Dearn	&	Price	(2016)	articulate	the	knowledge	and	set	of	values	that	must	be	acquired	to	permit	membership	amongst	 the	community	of	 seasoned	concert	attendees	as:	regular	 attendance	 and	 participation,	 “knowledge	 of	 the	 musical	 works	 [and]	loyalty	to	the	arts	organisations”	(p.	11).			O’Sullivan	(2009)	suggests	this	can	make	membership	of	the	seasoned	classical	concert	 community	 seem	 exclusive,	 and	 the	 task	 of	 acquiring	 such	 knowledge	and	values	arduous	and	potentially	impossible	for	the	new	attendee.	Nonetheless	Dearn	&	Price	insist	that	the	community	of	seasoned	classical	attendees	seek	to	actively	include	new	attendees	into	the	classical	concert	audience	community	“so	to	ensure	the	preservation	of	classical	music	and	a	particular	arts	organisations	that	offers	it”	(p.	12).	As	this	sense	of	community	often	does	not	extend	beyond	
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the	concert	 itself	 (Pitts	&	Spencer,	2008),	 the	ability	 to	take	part	 in	 this	shared	experience	and	to	discuss,	reflect	and	bond	over	a	live	performance	act	as	social	incentives	for	regular	attendance	(Dearn	&	Price,	2016).	
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3 Method	
3.1 Study	Design	
Participants	were	invited	to	attend	a	classical	chamber	music	concert	presented	by	the	foray	quintet	–	a	professional	piano	quintet	of	which	this	researcher	is	also	a	 member.	 Participants	 were	 assigned	 to	 one	 of	 three	 groups:	 the	 Repertoire	Exposure	 Group	 (RE	 group),	 the	 Pre-Concert	 Presentation	 Group	 (PCP	 group)	and	 the	 Non-Exposure	 Group	 (NE	 group).	 Participants	 engaged	 in	 different	strategies	 to	 prepare	 for	 the	 concert	 program.	 RE	 participants	 listened	 to	recordings	of	the	repertoire	to	be	performed	at	the	concert	one	month	prior	to	the	concert.	PCP	Participants	attended	a	pre-concert	presentation	that	took	place	immediately	before	the	concert.	NE	participants	were	not	exposed	to	any	of	the	repertoire	before	the	concert	but	were	given	program	notes	during	the	concert,	along	 with	 the	 rest	 of	 the	 audience.	 Participants	 completed	 questionnaires	before	and	after	 the	concert	 commenting	on	 their	 levels	of	 familiarity	with	 the	repertoire	and	their	concert	experience.	Participants’	responses	were	compared.		
3.2 Participants	
3.2.1 Population	Size	and	Characteristics	Twenty-three	participants	volunteered	to	take	part	 in	this	study.	The	RE	group	contained	 seven	 people,	 the	 PCP	 group:	 nine	 people,	 and	 the	NE	 group:	 seven	people.	Participants	were	aged	20-70+.	Figure	1	demonstrates	that	the	majority	of	 participants	 were	 aged	 20-29.	 There	 were	 16	 participants	 aged	 20-29,	 no	
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participants	in	the	30-39	and	40-49	groups.	There	were	two	participants	in	the	50-59	age	group,	three	participants	in	the	60-69	age	group	and	two	participants	aged	70+.	Figure	2	illustrates	there	were	more	females	(15)	than	males	(8)	who	participated.	 Figure	 3	 represents	 participants’	 occupations.	 The	 group	 of	participants	was	made	up	of	professionals	(15),	students	(4)	retirees	(3)	and	one	unemployed.		
 Participants’	ages	Figure	1.
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 Participants’	genders		Figure	2.
 Participants’	occupations	Figure	3.
	
3.2.2 Recruitment	Participants	 were	 known	 to	 the	 researcher	 through	 her	 social	 and	 personal	networks,	 making	 up	 a	 purposive	 sample.	 Participants	 were	 sent	 information	about	the	study	along	with	an	invitation	to	attend	the	concert.	Participants	had	to	 be	 over	 the	 age	 of	 18	 and	 ‘infrequent	 classical	music	 concert	 attendees’.	 As	such,	participants	must	not	have	attended	more	than	one	classical	concert	in	the	previous	twelve	months.	For	taking	part	in	the	study,	participants	received	free	admission	to	the	concert.		
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3.2.3 Participation	Due	 to	 unforeseen	 circumstances,	 one	 RE	 participant	 could	 not	 attend	 the	concert.	Hence,	seven	‘before-concert	questionnaires’	were	completed	by	the	RE	group	and	only	six	‘after-concert	questionnaires’	were	completed			Seven	 NE	 participants	 attended	 the	 concert	 and	 completed	 ‘before-concert	questionnaires’.	 Three	NE	 participants	 decided	 not	 to	 continue	with	 the	 study	afterwards,	hence	only	four	‘after-concert	questionnaires’	were	completed.		
3.3 Materials	
3.3.1 Concert	The	 concert	 was	 presented	 by	 the	 foray	 quintet,	 a	 piano	 quintet	 made	 up	 of	young	 female	 professional	 musicians.	 The	 concert	 took	 place	 on	 a	 Saturday	evening.	 It	 was	 held	 at	 the	 Hunter	 Baillie	 Presbyterian	 Memorial	 Church	 in	Annandale,	 a	 suburb	 in	 the	 inner-west	 of	 Sydney.	 The	 concert	 commenced	 at	7.30pm	and	 ran	 for	 approximately	 two	hours.	 The	 concert	 also	 included	 a	 20-minute	interval	where	light	refreshments	were	served.		
3.3.2 Repertoire	The	 concert	 program	 consisted	 of	 Gabriel	 Fauré’s	 Piano	Quartet	No.	 1,	 Op.	 15,	Erich	 Korngold’s	 Piano	 Quintet	 Op.	 15	 and	 the	 premiere	 of	 a	 new	 work	 by	Sydney-based	composer	James	Madsen	called	A	Quiet	Fanfare.			
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3.3.3 Questionnaires	Six	 different	 questionnaires	 were	 created	 –	 two	 for	 each	 of	 the	 three	 focus	groups	 (see	 Appendix	 A).	 A	 ‘Before-Concert	 Questionnaire’	 was	 designed	 to	gauge	participants’	levels	of	familiarity	with	the	repertoire	before	the	concert	as	informed	by	 the	 familiarity	 strategy	 in	which	 they	engaged.	This	questionnaire	was	 also	 designed	 so	 participants	 could	 identify	 their	 level	 of	 anticipated	enjoyment	towards	the	concert	in	respect	to	certain	concert	features.		An	 ‘After-Concert	 Questionnaire’	 was	 designed	 to	 gauge	 participants’	 overall	enjoyment	 of	 the	 concert.	 Participants	 were	 asked	 to	 comment	 on	 certain	aspects	 of	 the	 concert,	 their	 actualised	 familiarity	 with	 the	 repertoire	 and	consequently	the	efficacy	of	the	familiarisation	strategy	in	which	they	took	part.		
3.4 Procedure	
3.4.1 Ethics	Ethics	 was	 obtained	 from	 the	 Sydney	 Conservatorium	 of	 Music	 Review	Committee	and	consent	was	secured	as	each	participant	was	required	to	sign	a	consent	form	(see	appendix	B).		
3.4.2 Procedure	One	month	prior	to	the	concert,	RE	participants	were	given	copies	of	the	concert	repertoire	 on	 CD	 or	 specific	 recordings	 to	 listen	 to	 on	 an	 online	 streaming	service.	RE	participants	were	instructed	to	listen	to	each	recording	at	least	once	
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in	 full.	 They	 could	 listen	 to	 the	 recording	 as	 many	 additional	 times	 as	 they	wished.		PCP	 participants	 were	 invited	 to	 attend	 the	 pre-concert	 presentation	 that	occurred	 immediately	 before	 the	 concert.	 The	 pre-concert	 presentation	commenced	at	7pm	in	the	concert	venue	and	ran	for	approximately	30-minutes.	The	presentation	was	delivered	by	a	quintet	member.	The	presentation	involved	a	 brief	 outline	 of	 the	 historical	 and	musical	 context	 of	 each	work,	 as	well	 as	 a	brief	description	of	each	composer’s	life	and	the	inspiration	behind	their	works.	The	presenter	delivered	a	verbal	listening	guide	for	each	of	the	works	and	their	individual	 movements,	 identifying	 key	 melodic	 and	 rhythmic	 material.	 This	verbal	description	was	accompanied	by	the	quintet’s	performance	of	the	melodic	and	 rhythmic	material	 that	 had	 been	 described	 in	 the	 form	 of	 short	 snippets.	Modulations,	 dynamics,	 articulation,	 extended	 techniques,	 time	 signatures	 and	other	important	musical	elements	were	also	discussed	and	demonstrated.		PCP	participants	were	instructed	to	complete	a	‘Before-Concert	Questionnaire’	at	the	 conclusion	 of	 the	 pre-concert	 presentation.	 RE	 and	 NE	 participants	completed	their	‘Before-Concert	Questionnaires’	before	attending	the	concert.	All	participants	 then	 watched	 the	 concert	 with	 other	 audience	members.	 Interval	provided	 an	 opportunity	 for	 members	 of	 the	 audience	 to	 interact	 with	 the	musicians	 and	 the	 composer	whose	work	was	 being	 premiered.	 ‘After-Concert	Questionnaires’	 were	 distributed	 to	 all	 participants	 at	 the	 conclusion	 of	 the	concert.	 Electronic	 copies	 of	 the	 ‘After-Concert	 Questionnaires’	 were	 also	emailed	to	participants	in	the	following	days.	
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3.5 Analysis	
Questionnaires	were	transcribed	and	responses	were	recorded	in	spreadsheets	using	 Microsoft	 Excel.	 Separate	 spreadsheets	 were	 created	 for	 each	 group’s	‘Before-Concert	 Questionnaire’	 responses	 and	 ‘After-Concert	 Questionnaire’	responses.				The	 questionnaires	 were	 designed	 to	 collect	 both	 qualitative	 and	 quantitative	data	 about	 familiarity	 and	 enjoyment	 levels.	 This	 data	 was	 categorised	 and	analysed.	 Content	 was	 drawn	 into	 themes	 and	 was	 then	 compared	 within	groups,	and	between	the	different	groups.		Pseudonyms	 have	 been	 used	 for	 all	 participants	 in	 the	 analysis	 that	 follows.	Labels	have	been	used	to	indicate	from	which	questionnaire	the	quote	pertains	([BC]=before	concert;	[AC]=after	concert)		
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4 Results	
4.1 Enjoyment	Levels	
Figure	 4	 illustrates	 that	 participants	 across	 all	 three	 groups	 expressed	 greater	enjoyment	 after	 the	 concert	 than	 initially	 expected	 before	 the	 concert.	 After	attending	 the	 concert,	 participants	 rated	 their	 enjoyment	 an	 average	of	8.8/10	(SD	 =	 0.5).	 This	 was	 a	 higher	 score	 than	 participants	 rated	 their	 expected	enjoyment	 levels	before	attending	 (M	=	7.8/10,	 SD	=	1.0).	 Figure	4	 also	 shows	that	 the	 biggest	 improvement	 in	 enjoyment	 was	 experienced	 by	 PCP	participants.	 RE	 participants	 expressed	 the	 greatest	 enjoyment	 of	 the	 concert	(before	concert	M=8.9/10,	SD=	1.1;	after	concert	M=9.3/10,	SD=0.8),	followed	by	PCP	participants	(before	concert	M=7.4/10,	SD=0.8/10;	after	concert	M=8.7/10,	SD=0.9),	 and	NE	 participants	 (before	 concert	M=7.1/10,	 SD=1.68	 after	 concert	M=8.4/10,	SD=0.8).	
 Each	 group’s	 enjoyment	 levels	 before	 and	 after	 the	 concert.	Figure	4.
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4.2 Engagement	with	Familiarisation	Strategy	
In	 order	 to	 understand	 why	 and	 how	 participants	 enjoyed	 the	 concert,	 it	 is	important	to	know	how	participants	engaged	with	the	familiarisation	strategies	in	 which	 they	 participated.	 The	 RE	 group	 undertook	 a	 task	 of	 listening	 to	recordings	of	the	concert	repertoire	before	the	concert,	the	PCP	group	attended	a	pre-concert	 talk	 and	 the	 NE	 group	 were	 the	 control	 group.	 They	 did	 not	participate	 in	 any	 form	 of	 familiarisation	 strategy	 beforehand	 but	 were	 given	program	notes	along	with	all	other	participants.		
4.2.1 Lack	of	familiarity	As	a	criterion	 for	 taking	part	 in	 the	study,	participants	must	not	have	attended	more	 than	 one	 classical	 concert	 in	 the	 previous	 12	months.	 Most	 participants	were	 unfamiliar	 with	 classical	 music.	 Figure	 5	 demonstrates	 that	 most	participants	 said	 they	 listened	 to	 pop	or	 rock	 and	 roll	music	 (61%).	A	 smaller	number	 of	 participants	 said	 they	 listened	 to	 jazz,	 blues,	 folk	 and	world	music	(25%).	 The	 least	 number	 of	 participants	 said	 they	 listened	 to	 classical	 music	(13.9%).		
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 Genres	of	music	listened	to	by	participants.		Figure	5.	Participants	said	they	were	most	likely	to	listen	to	music	whilst	at	home	relaxing	and	for	general	enjoyment.	The	next	most	common	way	participants	reported	to	listen	to	music	was	whilst	in	the	car,	on	short	trips	to	work	or	whilst	running	errands.	Participants	listened	to	music	whilst	completing	chores	at	home;	through	headphones	on	public	transport	to	and	from	work;	whilst	studying;	whilst	exercising	or	for	entertaining	at	parties.			
4.2.2 Engagement	with	and	experience	of	task	–	RE	Group	In	the	month	preceding	the	concert,	RE	participants	listened	to	the	recordings	an	average	of	five	times.	Three	RE	participants	reported	to	listen	to	the	recordings	incidentally.	 One	 RE	 participant	 listened	 actively	 and	 the	 remaining	 three	participants	described	their	listening	experience	as	both	active	and	incidental.		
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Participants	listened	to	the	recordings	in	the	same	way	they	would	listen	to	their	own	music.	For	this	reason,	due	to	the	length	of	the	recordings,	each	work	lasting	approximately	 30	 minutes,	 participants	 found	 it	 difficult	 to	 allocate	 sufficient	time	to	listen	to	the	recordings	in	their	entirety.	Rose	said	“often	I	couldn’t	listen	to	the	whole	program	due	to	the	 length	of	my	car	trips,”	 [BC].	Henry	added,	“it	was	 difficult	 to	 quarantine	 sufficient	 time	 to	 listen	 to	 the	 two	 pieces	 in	 an	uninterrupted	fashion,”	[BC].		Participants	who	 listened	 to	 the	 recordings	 only	 incidentally	 reported	 to	 have	difficulty	 recalling	 the	main	 themes	and	gaining	 the	 ‘general	gist’	of	 the	works,	even	after	multiple	 listens.	Audrey,	who	 listened	 to	 the	recordings	 three	 times,	said,	“I	realised	that	I	had	listened	to	the	music	but	as	it	was	not	active	listening,	I	would	 get	 to	 the	 end	 and	 could	 hardly	 recall	 what	 the	 work	 or	 movement	sounded	like,”	[BC].		Those	who	listened	both	actively	and	incidentally	said	it	was	useful	to	listen	in	a	more	focussed	manner	the	first	time	to	help	concentrate	on	the	complexity	of	the	works	 before	 they	 could	 listen	 incidentally	whilst	 performing	 other	 tasks.	 Ben	said,	“on	my	first	listen,	I	listened	actively	so	I	could	concentrate	on	the	entirety	of	the	works.	Subsequently	I	 listened	incidentally	while	I	was	performing	other	tasks	such	as	cooking	and	gaming,”	[BC].		RE	participants	were	required	 to	 listen	 to	 the	recordings	only	once	 in	 full.	Any	additional	listens	were	optional.	All	participants	listened	to	the	recordings	more	than	once.	When	asked	why,	two	participants	said	the	first	listen	was	challenging	
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thus	needed	 to	 listen	 to	 the	 recordings	 subsequent	 times	 to	better	understand	the	 music.	 Five	 participants	 found	 it	 difficult	 to	 focus	 on	 the	 music	 initially,	necessitating	 further	 listens.	 Four	 participants	 identified	 enjoying	 certain	elements	of	the	music,	thus	listened	to	the	recordings	subsequent	times.		Sixty-six	per	cent	of	participants	stated	they	preferred	the	live	performance	over	the	recordings.	These	participants	enjoyed	observing	the	music	being	created	by	the	performers,	finding	the	experience	of	sitting	in	the	audience	more	engaging	than	 listening	 to	 the	 recordings.	 The	 live	 performance	 also	 created	 a	 certain	atmosphere	 and	 ‘vibe’	 that	 could	 not	 be	 captured	 by	 an	 audio	 recording.	 Rose	stated,	 “the	 [live	performance]	 feels	more	 relevant	and	engaging	as	 it	 isn’t	 just	playing	in	the	background,”	[AC].	Ella	said,	“the	live	music	experience	is	always	better	–	atmosphere,	vibe,	watching	the	performers,”	[AC].		The	 participant	 who	 preferred	 listening	 to	 the	 recordings	 liked	 the	 ease	 and	flexibility	 of	 being	 able	 to	 do	 so	 whenever	 it	 suited	 and	 “whilst	 doing	 other	things,”	(Edward,	[AC]).		The	participant	who	 liked	 listening	 to	 the	 recordings	and	 the	 live	performance	equally	said,	“listening	to	recordings	at	my	convenience	–	selection	choice,	time	etc.	–	was	very	appealing.	But	being	in	the	audience	at	a	concert	is	a	whole	other	experience;	a	special	one,”	(Lillie,	[AC]).		
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4.2.3 Engagement	with	and	experience	of	task	–	PCP	Group	Participants	 enjoyed	 the	 historical	 and	 contextual	 background	 that	 the	presentation	provided.	For	example,	significant	events	that	were	occurring	in	the	composer’s	life	and	the	influence	these	events	had	on	the	melodic	output,	such	as	moods	and	emotions	reflected	in	the	music	equipped	participants	with	a	greater	understanding	of	the	performance.	Caroline	said,	“an	explanation	of	the	context	for	the	composition	of	the	works	was	useful.	It	was	also	useful	hearing	about	the	sound	and	the	mood	that	the	composers	were	seeking	to	achieve,”	[BC].			Participants	 also	 benefited	 from	 having	 an	 explanation	 and	 demonstration	 of		musical	 terms.	 The	Korngold	 in	 particular	 featured	many	 extended	 techniques	including	 col	 legno,	portamenti,	 ricochet	bowing,	playing	 con	 sordino,	 amongst	others	 ,	which	may	have	 seemed	 strange	 or	 unconventional	 to	 new	audiences.	Christine	said,	“the	explanation	followed	by	short	examples	helped	me	match	the	words/explanation	to	the	music	that	was	being	performed,”	[BC].			Whether	 it	 was	 about	 demonstrating	 a	 musical	 technique,	 or	 how	 a	 mood	 or	emotion	was	reflected	 in	the	music,	or	simply	an	 interesting	melodic	motive	to	listen	out	for,	all	PCP	participants	found	the	short	musical	excerpts	a	useful	and	enjoyable	 component	 of	 the	 pre-concert	 presentation.	 	 Sophie	 said,	 “I	 enjoyed	hearing	parts	of	 the	pieces	played	straight	after	they	were	described	so	I	knew	exactly	what	to	listen	out	for.	It	was	great	to	have	certain	terms	explained	for	us	as	well”	[BC].		
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As	 to	 how	 understandable	 the	 presentation’s	 content	 was,	 responses	 were	varied.	Five	PCP	participants	 reported	positively	on	 their	understanding	of	 the	pre-concert	talk.	Sophie	said,	“it	was	all	described	well	and	made	easy	and	clear	to	understand	for	people	with	limited	knowledge	of	classical	music,”	[BC].			Four	 participants	 found	 some	 aspect	 of	 the	 pre-concert	 talk	 challenging	 to	understand,	 including	 the	 amount	 of	 content	 included	 in	 the	 presentation,	 the	use	of	unfamiliar	musical	terminology	and	the	presentation’s	duration.		Some	participants	 found	 it	difficult	 to	distinguish	between	the	 information	and	melodic	 examples	 presented	 and	 the	 individual	 movements	 to	 which	 they	attached.	Liz	said,	 “at	 times	 it	was	difficult	 to	distinguish	between	the	different	composers	 or	 pieces,”	 [BC].	 Christine	 added,	 “the	 amount	 of	 information	presented	was…a	 little	 overwhelming	 at	 times,”	 [BC].	 Emily	 said,	 “some	 of	 the	language	 for	describing	 the	movements	 and	 sounds	was	 sometimes	difficult	 to	understand,	[BC].	Caroline	added,	“some	of	the	unfamiliar	music	terminology	(eg.	‘scales’)	 was	 a	 bit	 hard	 to	 follow	 (BC).	 One	 participants	 also	 found	 the	 pre-concert	presentation	to	be	“a	bit	long”	(Fred,	AC).		Two	 participants	 said	 a	 handout	 to	 accompany	 the	 presentation	 would	 have	been	a	useful	aid	with	which	to	follow	along.	Caroline	said,	“I	would	have	found	it	useful	to	have	a	set	of	notes	to	make	it	a	bit	easier	to	follow	along	with	composer	names	and	titles	of	works,	as	well	as	some	takeaway	key	points	for	each	work,”	[BC].	Two	participants	also	mentioned	it	would	have	been	useful	to	have	the	pre-concert	talk	content	briefly	repeated	in	the	performance.	Christine	said,	“I	would	
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have	loved	a	repeat	of	the	explanation	of	the	music	prior	to	it	being	played	in	the	concert.,”	 [AC].	 This	 has	 implications	 for	 how	 information	 can	 be	 best	communicated	to	audience	members.		
4.2.4 Engagement	with	and	experience	of	task	–	NE	Group	NE	 participants	 were	 instructed	 not	 to	 listen	 to	 or	 research	 the	 concert	repertoire.	NE	participants	were	asked	had	they	not	been	given	this	instruction,	would	 they	 have	 familiarised	 themselves	with	 the	 repertoire	 beforehand.	Only	two	participants	said	they	would	have	done	so	by	listening	to	recordings,	or	by	discussing	the	concert	program	with	a	musical	friend..			The	NE	group	was	asked	to	comment	on	the	repertoire.	Participants	commented	more	 so	on	 the	programming,	 rather	 than	 specific	works.	As	 it	was	detailed	 in	the	program	notes	that	the	Fauré	and	the	Korngold	were	rarely	performed	and	the	 Madsen	 was	 being	 premiered	 with	 the	 composer	 sitting	 in	 the	 audience,	participants	 commented	 on	 the	 ‘special	 quality’	 of	 the	 repertoire.	 Nina	 said,	 “I	enjoyed	the	fact	that	the	repertoire	performed	is	not	regularly	performed	live,”	[AC].	 Jessica	added,	 “I	 think	 the	 selection	of	 rarer	pieces	made	 the	 concert	 feel	more	special.	The	personal	piece	of	Madsen	also	enhanced	my	connection	with	and	the	sentimentality	of	the	music	which	increased	my	enjoyment,”	[AC].			Hence	 external	 factors	 that	 were	 detailed	 in	 the	 program	 notes	 had	 a	considerable	 impact	 on	NE	participants’	 impressions	 of	 the	 repertoire,	moreso	than	 for	 RE	 and	 PCP	 participants	who	 had	 been	 exposed	 to	 other	 information	
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through	 their	 respective	 familiarisation	 strategies	 which	 informed	 their	expectations	and	opinions	of	the	program.			
4.3 Familiarisation,	Enjoyment	and	Future	Attendance	
4.3.1 Efficacy	of	familiarisation	strategy	Across	all	 three	groups,	 the	pre-concert	presentation	was	found	to	be	the	most	effective	 familiarisation	 strategy.	 PCP	 participants	 scored	 their	 familiarisation	strategy	an	average	of	8/10	in	terms	of	how	effective	it	was	in	familiarising	them	with	 the	 concert	 program	 (SD=1.2)	 (see	 figure	 6).	 	 RE	 participants	 scored	 the	efficacy	of	their	listening	task	an	average	of	7.5/10	(SD=1.5)	(see	figure	6).			
 Average	 scores	 on	 a	 scale	 of	 1-10	 that	 RE	 and	 PCP	 participants	Figure	6.
attributed	to	the	efficacy	of	the	familiarisation	strategy	in	which	they	engaged.		
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4.3.2 Familiarity	with	the	Repertoire:	Before	Concert	vs	After	Concert	Figure	7	displays	each	group’s	 feelings	of	 familiarity	with	the	repertoire	before	the	concert	compared	to	after	the	concert.	PCP	participants	were	most	 familiar	with	the	repertoire	before	the	concert	based	on	the	pre-concert	talk	content	to	which	 they	 had	 been	 exposed	 (M=6.3/10,	 SD=2.7).	 They	 reported	 very	 similar	familiarity	 levels	 after	 the	 concert	 	 (M=6.4/10,	 SD=1.8).	 Emily	 said,	 “I	was	 not	familiar	at	all	before	 the	presentation	but	was	more	so	after	 it”,	 [AC].	Christine	added,	 “if	 not	 for	 the	 pre-concert	 presentation	 I	 would	 have	 known	 nothing	about	 the	music.	 So	 given	 that	 I	 felt	 adequately	 informed	 considering	my	base	line	of	knowledge	was	nothing,	 I	still	 felt	a	 little	out	of	my	depth,	but	definitely	more	informed,”	[AC].		RE	 participants	 reported	 lower	 levels	 of	 familiarity	with	 the	 repertoire	 before	the	concert	(M=5.9/10,	SD=1.9).	After	the	concert,	RE	participants	reported	the	highest	feelings	of	familiarity	with	the	repertoire	(M=7.5/10,	SD=1.0).	Rose	said,	“I	couldn’t	necessarily	‘recall’	any	particular	excerpt	from	the	recording,	however	I	could	identify	it	as	belonging	to	a	work	from	the	recording	if	I	heard	it”	[AC].	RE	participants	could	thus	 identify	sounds	or	 themes	that	were	 familiar,	but	could	not	necessarily	identify	from	which	work	they	belonged.		Unsurprisingly,	 NE	 participants	 were	 least	 familiar	 with	 the	 repertoire.	 Not	having	been	 exposed	 to	 the	 repertoire,	 they	 reported	no	 feelings	 of	 familiarity	with	the	repertoire	before	the	concert,	and	only	low	feelings	of	familiarity	with	the	repertoire	after	the	concert	(M=1.25/10,	SD=0.5).	Jessica	said,	“the	sounds	of	the	instruments	were	familiar	but	the	actual	pieces	were	not	familiar	at	all,”	[AC].		
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 Average	 scores	 on	 a	 scale	 of	 1-10	 that	 participants	 attributed	 to	Figure	7.
their	 familiarity	 with	 the	 repertoire	 before	 the	 concert	 compared	 with	 their	
familiarity	after	the	concert.		
	
4.3.3 Did	Familiarity	Influence	Enjoyment?	Figure	8	illustrates	that	one’s	familiarity	with	the	repertoire	had	a	greater	impact	on	 contributing	 to	 RE	 and	 PCP	 participants’	 concert	 enjoyment	 than	 for	 NE	participants.	 The	 RE	 group	 and	 the	 PCP	 group	 attributed	 average	 scores	 of	7.7/10	 (SD=1.5)	 and	 7.9/10	 (SD=1.1)	 respectively	 to	 the	 impact	 that	 their	familiarity	 with	 the	 repertoire	 had	 on	 their	 enjoyment	 of	 the	 concert.	 Hence	familiarity	 with	 the	 repertoire	 considerably	 contributed	 to	 RE	 and	 PCP	participants’	enjoyment	of	the	concert.	For	NE	participants,	their	familiarity	with	the	repertoire,	or	lack	there	of,	contributed	less	so	to	their	overall	enjoyment	of	the	concert	(M=4.75/10,	SD=2.4).		
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 Average	 scores	 on	 a	 scale	 of	 1-10	 that	 participants	 attributed	 to	Figure	8.
the	 impact	 that	 their	 familiarity	 with	 the	 repertoire	 had	 on	 their	 concert	
enjoyment.		Figure	9	 illustrates	whether	RE	and	PCP	participants	 thought	 they	would	have	enjoyed	the	concert	as	much	had	they	not	engaged	in	their	familiarisation	task.	Eighty-three	 per	 cent	 of	 RE	 participants	 stated	 they	 did	 not	 think	 they	would	have	 enjoyed	 the	 concert	 as	 much	 had	 they	 not	 undertaken	 their	 listening	preparation	 task.	 Lillie	 (RE	 participant)	 said,	 “even	 a	 little	 familiarity	with	 the	repertoire	 lent	 to	 greater	 enjoyment	 –	 in	 anticipation,	 connection	 and	fulfilment,”	[AC].	Rose	(RE	participant)	said,	“I	might	have	already	enjoyed	[the	concert]	anyway.	However,	I	did	appreciate	it	a	lot	more,”,	[AC].		All	 PCP	 participants	 said	 the	 pre-concert	 presentation	 enhanced	 their	 concert	experience	 and	 contributed	 to	 their	 enjoyment	 of	 the	 evening.	 Fred	 said,	 “the	presentation	enhanced	my	engagement	quite	significantly,”	 [AC].	Sophie	added,	
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“the	presentation	enhanced	the	experience	as	I	knew	better	what	to	expect	and	so	I	had	a	greater	understanding	of	the	pieces	played,”	[AC].	Eighty-nine	per	cent	of	PCP	participants	said	 they	would	not	have	enjoyed	 the	concert	as	much	had	they	not	attended	the	pre-concert	presentation.	Christine	said,	“the	pre-concert	presentation	 definitely	 enhanced	 my	 enjoyment	 of	 the	 concert	 as	 I	 felt	 I	understood	the	purpose	of	the	music	more	and	could	better	relate	to	the	music,”	[AC].	 Emily	 added,	 “even	 being	 familiar	with	 the	 repertoire,	 even	 just	 slightly,	following	the	presentation	made	a	significant	difference	to	my	enjoyment	of	the	concert,”[AC].			
 Would	RE	and	PCP	participants	have	enjoyed	the	concert	as	much	Figure	9.
had	they	not	engaged	in	their	familiarisation	strategy?		As	 NE	 participants	 did	 not	 take	 part	 in	 a	 familiarisation	 strategy,	 they	 were	asked	whether	 they	 thought	 they	would	have	enjoyed	 the	concert	more	 if	 they	had	been	 familiar	with	 the	 repertoire.	 Seventy-five	per	 cent	of	NE	participants	
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said	 they	 thought	 they	 would	 have	 enjoyed	 the	 concert	 more.	 Steven	 said,	 “it	would	have	made	 it	more	enjoyable	 if	 I	knew	the	music,”	 [AC].	One	participant	however	admitted	that	her	familiarity	with	the	music	had	less	of	a	bearing	on	her	enjoyment	 than	 other	 factors,	 such	 as	 the	 quality	 of	 the	 performance.	 Jessica	said,	 “the	 likelihood	of	 being	 familiar	with	 the	music	was	 low…However,	 I	 feel	the	quality	of	the	performance	was	more	influential	for	my	enjoyment,”	[AC].			The	 importance	 of	 other	 factors	 influencing	new	 concert-attendees’	 enjoyment	was	 touched	upon	by	 two	RE	participants	as	well.	They	stated	 that	whilst	 they	found	 the	 familiarisation	 techniques	 useful	 in	 preparing	 them	 for	 the	 concert,	one	of	the	things	they	were	most	excited	about	was	the	‘new	experience’	factor	the	 concert	 provided.	 Audrey	 said,	 “I	 think	 it	 is	 very	 hard	 to	 get	 familiar	with	classical	 music	 because	 of	 all	 of	 the	 nuances	 involved…[S]ome	 of	 the	 best	concerts	I	have	been	to,	including	a	few	classical	concerts,	i.e.,	where	I	have	really	enjoyed	myself	 in	 the	 ‘moment’	 of	 the	music,	 have	 been	 in	 respect	 to	works	 I	have	 never	 listened,”	 [BC].	 Lillie	 added,	 “this	 familiarisation	 technique	 greatly	aided	my	preparation	for	the	concert.	But	a	free	concert	of	a	genre	with	which	I	am	not	very	familiar	(i.e.	the	element	of	a	new	experience)	already	has	a	certain	level	of	excitement,”	[BC].		
4.3.4 Likelihood	of	future	attendance	Figure	10	demonstrates	that	all	RE	and	PCP	participants	would	be	interested	in	re-attending	 a	 classical	 music	 concert.	 Only	 75%	 of	 NE	 participants	 reported	being	interested	in	re-attending	such	a	concert.	
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 Likelihood	of	re-attending	a	classical	music	concert.	Figure	10.	
4.3.5 Likelihood	of	participating	in	another	familiarisation	strategy	Figure	 11	 demonstrates	 that	 all	 RE	 participants,	 89%	 of	 PCP	 participants	 and	50%	of	NE	 participants	would	 be	 likely	 to	 engage	 in	 a	 familiarisation	 strategy	before	attending	a	classical	concert.		
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 Likelihood	 of	 engaging	 in	 a	 familiarisation	 strategy	 before	Figure	11.
attending	a	concert.		
4.3.6 RE	Group	Most	RE	participants	(83%)	said	they	would	seek	to	familiarise	themselves	with	the	concert	program	by	 listening	 to	 the	 repertoire	beforehand.	The	participant	who	 said	 they	would	not	 engage	 in	 this	 familiarisation	 technique	qualified	her	response	and	said,	“that	it	would	be	good	to	do	so,”	(Ella	[AC]).		Interestingly,	more	RE	participants	said	they	would	familiarise	themselves	with	the	concert	repertoire	using	a	strategy	in	which	they	did	not	engage	in	the	study.	All	 RE	 participants	 said	 they	 would	 consider	 attending	 a	 pre-concert	presentation	to	familiarise	themselves	with	the	concert	program.		Other	 familiarisation	 techniques	 participants	 suggested	 included	 watching	 a	performance	 of	 the	 concert	 on	 YouTube	 before	 attending	 (Rose).	 Concert	attendees	 could	 also	 read	 about	 the	 repertoire,	 conducting	 a	 preliminary	Internet	search	about	the	historical	background	of	the	work	(Rose,	Henry).	Ben	spoke	 about	 using	 visual	 cues	 as	 a	 familiarisation	 technique,	 for	 example,	“watching	a	movie	or	video	clip	that	includes	the	repertoire	to	be	performed	so	as	to	provide	imagery	for	the	pieces,”	[AC].			
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4.3.7 PCP	Group	Of	the	89%	of	PCP	participants	who	said	they	would	engage	in	a	familiarisation	strategy	before	attending	a	classical	music	concert,	all	of	 them	said	they	would	do	so	by	attending	a	pre-concert	presentation.		Only	 67%	of	 PCP	participants	 said	 they	would	 familiarise	 themselves	with	 the	concert	repertoire	by	listening	to	recordings	beforehand.			Other	familiarisation	strategies	participants	suggested	included:	Providing	 a	 written	 handout	 explaining	 repertoire	 choice,	 describing	 the	repertoire	and	the	composers.	This	should	be	distributed	before	the	concert	by	mail	or	email	along	with	concert	tickets.	(Emily	[AC]and	Liz	[AC])		A	podcast,	combining	the	content	from	the	PCP	along	with	recordings.	(Emily	[AC])		Using	internet	resources	to	research	the	repertoire,	the	composer	and	their	historical	 context	 and	 style	 leading	 up	 to	 the	 concert.	 (Nicholas	 [AC],	 Fred	[AC]	and	Christine[AC])		Listening	to	similar	music	to	gain	an	appreciation	for	the	style.	(Sophie	[AC])		Join	an	‘appreciation	group’	that	attends	these	concerts	and	discusses	them.	(Caroline	[AC])		
4.3.8 NE	Group	Half	 the	 NE	 group	 said	 they	 would	 choose	 to	 familiarise	 themselves	 with	 the	concert	repertoire	by	listening	to	recordings	beforehand.	Not	one	NE	participant	said	they	would	attend	a	pre-concert	presentation.		
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4.4 Elements	of	the	Concert	Contributing	to	Enjoyment	
Figure	 12	 illustrates	 how	 participants	 perceived	 elements	 of	 the	 concert	contributed	 to	 their	 enjoyment,	 assessed	 both	 before	 attending,	 and	 after	attending.	 Prior	 to	 the	 concert,	 only	 71%	 of	 RE	 participants	 across	 all	 three	groups	 were	 looking	 forward	 to	 hearing	 the	 concert	 performed	 in	 the	 venue.	After	attending,	all	RE	and	NE	participants	and	55%	of	PCP	participants	said	the	venue	enhanced	their	concert	experience.			Before	 attending	 the	 concert,	 only	 11%	 of	 PCP	 participants	 and	 14%	 of	 NE	participants	 said	 that	 the	 idea	of	other	audience	members	 contributed	 to	 their	anticipated	enjoyment	of	the	concert.	After	the	concert	these	numbers	increased	considerably.	Fifty	per	cent	of	RE,	67%	of	PCP	and	75%	of	NE	participants	said	other	audience	members	positively	influenced	their	concert	experience.		Before	the	concert,	around	half	of	participants	said	they	were	looking	forward	to	the	 concert	 atmosphere	 (43%	 of	 RE,	 55%	 of	 PCP,	 57%	 of	 NE	 participants).	Enjoyment	 of	 the	 concert	 atmosphere	 increased	 for	 PCP	 and	 RE	 participants	after	attending,	but	was	not	mentioned	by	RE	participants	as	having	contributed	to	their	enjoyment	after	the	concert	(67%	of	PCP	Group,	75%	of	NE	Group).					Fifty-seven	per	 cent	of	RE	participants	and	33%	of	PCP	participants	expressed	they	were	looking	forward	to	the	concert	repertoire.	Not	one	NE	participant	was	looking	forward	to	the	music	to	be	performed.	After	the	concert	however,	more	than	 half	 of	 participants	 across	 all	 three	 groups	 said	 the	 repertoire	 positively	
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contributed	 to	 their	 concert	 enjoyment	 (67%	 of	 RE,	 56%	 of	 PCP,	 50%	 of	 NE	participants).			All	participants	were	more	excited	about	the	idea	of	 ‘having	a	night	out’	before	attending	 the	 concert	 (43%	 of	 RE,	 44%	 of	 PCP,	 57%	 of	 NE	 participants)	 than	after	attending	(33%	of	RE,	22%	of	PCP,	25%	of	NE	participants).	
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 A	comparison	of	participants’	expected	enjoyment	of	different	elements	of	Figure	12.
the	concert	before	attending	and	participants’	actual	enjoyment	after	attending.		
	
4.4.1 Venue	The	 concert	 venue	 was	 the	 Annandale	 Hunter	 Baillie	 Presbyterian	 Memorial	Church:	 an	 old	 sandstone	 church	 located	 in	 an	 inner-city	 Sydney	 suburb.	 This	was	a	small	venue	with	exposed	wooden	trusses,	tall	stained-glass	windows	and	an	 ornately	 tiled	 floor;	 described	 by	 one	 participant	 as	 having	 “old-worldly	charm”	 (Jessica,	 NE	 participant	 [AC]).	 The	 venue	 and	 its	 surrounds	 provided	ample	parking	and	the	church	was	close	to	restaurants	and	bars	to	where	some	participants	 ventured	 after	 the	 concert.	 Audrey	 (RE	 participant)	 said,	 “I	 have	attended	a	concert	 in	the	same	venue	a	while	ago.	 It	had	a	beautiful	sound	and	surroundings.	Also,	as	I’ll	be	attending	with	friends,	I	expect	to	be	able	to	go	out	for	drinks	afterwards,”	[BC].			Without	having	previously	been	to	the	venue,	Lillie	(RE	participant)	was	excited	about	 the	 venue	 for	 its	 acoustics,	 anticipating	 hearing	 the	 concert	 in	 the	performance	space.	She	said,	“I’m	looking	forward	to	the	pieces	being	played	in	a	venue	 that	may	 have	 vastly	 different	 acoustics	 to	my	 headphones,”	 [BC].	 After	the	 concert,	Christine	 (PCP	participant)	 said,	 “I	was	a	 little	more	 impressed	by	the	venue	than	I	expected.	I	didn’t	think	the	inside	of	the	church	was	going	to	be	just	 as	 good	 as	 it	 was,”	 [AC].	 Sophie	 (PCP	 participant)	 said,	 “the	 venue	 itself	complemented	 the	 music,”	 [AC].	 And	 Lillie	 (RE	 participant)	 said	 the	 venue	“particularly	enhanced	my	enjoyment	of	the	concert,”	[AC].	
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	Certain	 functional	 elements	 of	 the	 venue	 detracted	 from	 some	 participants’	enjoyment.	The	 church	pews	were	 found	 to	be	 “a	bit	 uncomfortable”	 (Liz,	 PCP	participant	[AC]).	Furthermore,	some	audience	members’	views	of	the	musicians	were	impeded	due	to	the	absence	of	a	raised	stage.	Ella	(RE	participant)	said,	“an	elevated	stage	would	have	been	better	 for	viewing,”	 [AC].	Multiple	participants	suggested	 a	 venue	 with	 tiered	 seating	 would	 have	 been	 better	 for	 audience	visibility	of	the	musicians.		
4.4.2 Attending	with	other	audience	members	All	but	one	of	the	participants	were	attending	the	concert	with	friends	or	family.	For	many,	other	audience	members	provided	a	sense	of	comfort	and	familiarity.	Melissa	(PCP	participant)	felt	“fine	and	relaxed”	in	the	audience	because	she	was	“attending	with	 friends,”	 [AC].	 Thus	 attending	with	 friends	 and	 family	 enabled	participants	 to	enjoy	 the	 concert	more	 than	 if	 they	attended	alone.	 Steven	 (NE	participant)	said,	“having	friends	in	the	audience	definitely	added	to	the	overall	experience,”	 [AC].	 Conversely,	 the	participant	who	was	 attending	on	 their	 own	said,	 “I’m	worried	about	going	 to	a	concert	by	myself	without	knowing	anyone	there,”	[BC].	After	attending,	they	said	they	felt	“uneasy	at	first.”		The	composer	was	in	the	audience,	as	were	his	parents	for	whom	the	piece	was	dedicated.	 Many	 participants	 mentioned	 the	 ‘special	 quality’	 this	 created.	Caroline	(PCP	participant)	said,	 “I	especially	 loved	how	the	composer’s	parents	attended.	That	made	it	quite	special,”	[AC].	Victoria	(NE	participant)	said,	“sitting	
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behind	one	of	 the	 composers	 and	his	parents	 added	 to	 the	 experience	and	 the	story	behind	the	music,”	[AC].		Liz	 (PCP	 participant)	 identified	 the	 sense	 of	 community	 that	 the	 audience	provided,	 everyone	 in	 attendance	 to	 experience	 the	 same	 performance	 and	support	 the	musicians.	She	said,	 “other	audience	members	provided	a	 sense	of	community	 and	 I	 enjoyed	observing	others	 respond	 to	 the	music,”	 [AC].	Henry	(RE	participant)	said,	“I	believe	the	performance	is	meant	to	be	heard	by	as	many	as	 possible,”	 [AC].	 Nina	 (NE	 participant)	 said,	 “I	 enjoyed	 the	 shared	 nature	 of	being	 in	 a	 collective	 audience,”	 [AC].	 Audience	members	 could	 also	 share	 this	communal	experience	by	 interacting	with	one	another.	Emily	(PCP	participant)	addressed	the	interactive	function	that	audience	members	could	have	when	she	said,	“it	was	great	being	able	to	discuss	with	other	audience	members	what	we	thought	of	the	performance	during	intermission	and	afterwards,”	[AC].			Some	participants	however	spoke	of	the	interactive	and	communal	sense	of	the	audience	being	a	barrier	 to	 their	 enjoyment.	Victoria	 (NE	participant)	 said	 she	was	 concerned	about	being	 “clueless	 in	 a	discussion	 I	may	have	with	a	person	who	is	familiar	with	classical	music,”	[BC].	Nicholas	(PCP	participant)	said,	“other	audience	members	made	me	 feel	 that	 I	 had	 less	 appreciation	 for	 the	music	 as	they	appeared	to	understand	and	concentrate	better	 than	 I	did,”	 [AC].	Nicholas	also	 expressed	 a	 concern	 about	 not	 knowing	 how	 to	 talk	 to	 other	 audience	members	after	the	performance.			
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4.4.3 Atmosphere	The	comments	outlined	above	demonstrate	 that	being	with	 friends	and	 family,	participating	 in	 a	 ‘new’	 experience,	 having	 a	 night	 out	 in	 a	 venue	 with	 ‘old-worldly	charm’	and	being	provided	with	refreshments	at	interval	all	contributed	to	the	concert’s	enjoyable	atmosphere.	Christine	summed	this	up	when	she	said,	“I	 loved	 the	 venue	 and	 the	 atmosphere.	 I	 also	 enjoyed	 reading	 the	 program	 (I	read	 it	 back	 to	 front).	 The	 concert	 was	 the	 perfect	 length	 and	 being	 with	my	friends	made	it	that	much	better,”	[AC].		Henry	 and	Lillie	 (RE	Group)	 commented	 that	 the	 atmosphere	 could	have	been	improved	 if	 there	was	 ‘dimmer’	 or	 ‘mood’	 lighting	 over	 the	 audience.	 Dimmer	lighting	would	have	also	created	a	more	traditional	notion	of	concert	atmosphere	that	new	attendees	were	expecting.			
4.4.4 Repertoire	The	 concert	 repertoire	 had	 a	 considerably	 greater	 impact	 on	 participants’	enjoyment	 after	 attending,	 compared	 to	 participants’	 expectations	 before	 the	concert.	Emily	(PCP	participant)	said,	“The	repertoire	exceeded	my	expectations	–	 I	 was	 expecting	 ‘soft’	 music	 but	 the	 selection	 was	 captivating,	 exciting	 and	upbeat,”	[AC].			The	marked	 increase	 in	 all	 participants’	 enjoyment	 of	 the	 repertoire	 after	 the	concert	may	have	had	something	to	do	with	the	‘live	performance’	aspect,	seeing	and	hearing	the	music	created,	not	just	having	it	playing	in	the	background.	Rose	
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(RE	participant)	said,	“the	music	feels	more	relevant	and	engaging	as	it	isn’t	just	playing	in	the	background.,”	[AC].			Before	 the	 concert	 participants	 had	 pre-conceived	 ideas	 about	 how	 classical	music	 sounds,	 especially	 for	NE	participants	who	had	not	yet	heard	any	of	 the	repertoire.	After	the	concert,	some	participants	were	surprised	by	the	repertoire,	finding	it	more	engaging	than	initially	expected.	Nina	(NE	participant)	said,	“this	concert	has	made	me	realise	 that	classical	music	can	 incorporate	what	 I	would	associate	with	more	‘modern’	music	patterns,	and	that	it	can	be	challenging	and	not	always	 just	 ‘background	music’,”	 [AC].	Steven	(NE	participant)	said,	“I	 liked	the	variation	in	each	piece.	It	kept	it	interesting	for	a	long	work,”	[AC].	Liz	(PCP	participant)	 said,	 “the	 repertoire	 enhanced	 my	 interest	 in	 classical	 music	generally,	 introducing	 me	 to	 less	 typical	 pieces,	 like	 those	 by	 Mozart,”	 [AC].	Jessica	 (NE	participant)	said,	 “I	 found	 the	experience	and	 the	pieces	 to	be	very	emotive	and	I	think	that	in	the	past	I	was	more	indifferent,”	[AC].		The	 length	 of	 the	 works	 surprised	 some.	 The	 concert	 was	 comprised	 of	 two	larger	works:	the	Fauré,	comprised	of	four	movements,	ran	for	approximately	30	minutes	whilst	the	Korngold	was	made	up	of	three	large	movements	and	ran	for	approximately	 35	 minutes.	 The	 one-movement	 Madsen	 work	 was	 a	 short	 5-minute	work.	 Jessica	 (NE	 participant)	 said,	 “I	 thought	 there	may	 be	more,	 but	shorter	pieces”	[AC].			
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4.4.4.1 Repertoire,	familiarity	and	enjoyment		Participants	 were	 asked	 if	 the	 repertoire	 selection	 had	 any	 bearing	 on	 their	ability	to	become	familiar	with	the	music;	 i.e.	whether	some	works	were	easier	or	 more	 difficult	 to	 recall	 because	 of	 certain	 elements	 in	 the	 music.	 This	 was	asked	of	all	participants	though	was	particularly	directed	to	the	RE	group	whom	had	more	time	to	become	familiar	with	the	music.		Participants	 said	 that	 the	 more	 contrast	 that	 a	 work	 contained,	 the	 more	recognisable	each	movement	became.	Christine	said,	“the	piece	and	sections	that	sounded	similar	to	me	confused	me	a	lot	more	than	the	pieces	and	sections	that	contained	more	distinguishing	musical	elements.	The	biggest	difference	in	sound	helped	me	differentiate	and	 identify	 the	different	 sections	and	pieces,”	 [AC].	 In	addition,	 if	 a	 work	 contained	 distinct	 melodies	 or	 rhythms,	 the	 more	recognisable	each	movement	became.	Rose	(RE	participant)	said,	“the	Korngold	had	 some	more	 unique	 and	 ‘catchy’	 melodies	 that	 I	 could	 recall	 more	 easily,”	[AC].	 Furthermore,	 the	 more	 participants	 enjoyed	 a	 particular	 work	 or	movement,	the	easier	it	was	to	recall	parts	of	the	music.	Henry	(RE	participant)	added,	 “the	Fauré	was	more	 familiar	perhaps	because	 I	 found	 it	more	melodic,	enjoyable	and	easier	to	listen	to,”	[AC].		The	 Fauré	 contained	 four	 movements,	 distinct	 in	 tempo	 and	 character:	 a	moderately-paced	 broody	 opening	 movement;	 a	 light,	 comedic,	 fast-paced	scherzo	second	movement	 in	a	major	key;	a	slow,	melancholic	 third	movement	and	a	fiery,	sweeping	fast-paced	fourth	movement.		
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	The	 Korngold	 on	 the	 other	 hand	 contained	 three	 large	movements	 that	 were	similar	 in	 style,	 and	 within	 each	 movement	 contained	 sections	 that	 swiftly	merged	into	the	next	with	no	defining	start	or	end.		Participants’	 ability	 to	 become	 familiar	 with	 the	 repertoire	 had	 a	 close	correlation	 with	 participants’	 favourite	 works	 and	 movements.	 Based	 on	 the	familiarisation	 strategy	 in	 which	 they	 took	 part,	 RE	 participants	 and	 PCP	participants	were	asked	what	work	they	enjoyed	most	and	least,	and	why.			
4.4.4.2 Favourite	work	–	RE	Group	Fauré’s	Piano	Quartet	was	more	 favoured	 by	 the	RE	 group,	 especially	 the	 first	and	second	movements.	The	first	movement	was	grand	and	noble	in	character,	in	sonata	 form.	 The	 second	 movement	 was	 a	 fast-paced	 scherzo	 with	 a	 light-hearted	 character	 that	was	 comedic	 and	 jovial	 in	 sound.	 Aspects	 of	 the	music	that	 appealed	 to	 listeners	 were	 the	 lively	 tempos	 and	 rhythms,	 sing-able	 and	recognisable	melodies	that	were	identified	as	‘sad’	and	‘beautiful’,	and	familiarity	with	 the	 composer	 and	 that	 composer’s	 musical	 style.	 Ella	 said	 she	 enjoyed	Fauré’s	Piano	Quartet	because	“it	was	sad	but	beautiful	and	thought-provoking;	provoking	 some	big	 emotions	 in	me,”	 [BC].	Audrey	 said	 she	 enjoyed	 the	Fauré	because	 she	 had	 “a	 small	 amount	 of	 familiarity	 with	 Fauré,	 so	 perhaps	subconsciously	I	expected	that	I	would	enjoy	it,”	[BC].	She	also	liked	“the	drama	of	the	melody,	the	rapid	key	changes	and	the	dynamics,”	[BC].	Edward	liked	the	“pace	and	the	lively	rhythm”	[BC]	of	the	scherzo.	Ben	said	that	the	Fauré	“had	the	most	recognisable	melody	and	reminded	me	of	other	music	I	occasionally	listen	
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to,”	 [BC].	 It	 is	 important	 to	note	here	 that	what	 appealed	most	 to	Ben	was	 the	music	with	which	he	was	familiar.			Rose	said	she	enjoyed	the	first	and	second	movements	of	the	Korngold	because	they	“had	a	brightness	to	them	that	made	me	feel	happy	and	relaxed,”	[BC].		
4.4.4.3 Favourite	work	–	PCP	Group	Following	 the	pre-concert	 presentation,	 PCP	participants	were	most	 excited	 to	hear	 the	 Fauré.	 In	 particular,	 participants	 liked	 the	 faster,	 more	 rhythmic	movements.	Christine	said	she	was	looking	forward	to	the	second	movement	of	Fauré,	 the	Scherzo.	She	said,	 “it	 sounds	comedic.	 It	 sounds	 fun	and	cheeky	so	 I	am	excited	for	it.	I	also	noticed	that	all	the	musicians	smiled	when	the	presented	made	a	joke	about	the	movement	and	I	sensed	they	liked	playing	it	as	well	which	excited	me,”	[BC].	In	this	instance,	it	was	not	just	the	music	itself	that	appealed	to	Christine,	but	the	engagement	of	the	musicians	and	their	passion	and	enjoyment	for	the	music	they	were	exuding.	Sophie	said	she	was	looking	forward	to	the	first	movement	of	 the	Korngold	because,	“the	melody	sounded	happy	and	peaceful,”	[BC].			
4.4.4.4 Least	favourite	work	–	RE	Group	Whilst	 some	 participants	 also	 enjoyed	 the	 first	 and	 second	 movements	 of	Korngold,	not	one	participant	reported	to	enjoy	listening	to	the	third	movement	of	the	quintet.	Objectively,	this	was	the	most	challenging	movement	to	listen	to	in	the	 program.	 This	 movement	 presented	 the	 most	 thematic	 material	 which	 at	
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times	 resulted	 in	 a	 sound	 that	 was	 chaotic,	 unstructured	 and	 disjointed.	Participants	 described	 the	 parts	 of	 this	 movement	 that	 they	 did	 not	 enjoy	 as	“slightly	 discordant	 and	 abrasive,”	 (Ella	 [BC]).	 Henry	 said	 it	 was	 his	 least	favourite	 movement	 because	 of	 the	 “staccato,	 discordant,	 tense	 and	 angry”	soundscape	 that	 was	 created.	 Edward	 said	 that	 he	 did	 not	 enjoy	 the	 slower-paced	movements.	Edward’s	response	resonates	with	his	response	when	he	was	asked	what	purpose	 listening	to	music	served	 for	him.	Edward	said,	 “to	excite”	[BC].		
4.4.4.5 Least	favourite	work	–	PCP	Group	Based	on	the	pre-concert	talk,	77.8%	of	PCP	participants	said	they	were	looking	forward	to	the	entire	program.	One	participant	however	said	she	was	not	looking	forward	to	the	“darker	pieces”.	She	said	the	darker	sounds	“were	not	sounds	that	I	 would	 usually	 choose	 to	 listen	 to.	 I’m	 more	 of	 an	 upbeat	 person	 so	 would	choose	music	 that	reflects	 that	although	 if	 I	was	 feeling	sad	 I	would	appreciate	some	 of	 the	 sadder	 sounding	 pieces,”	 (Sophie,	 PCP	 participant	 [BC]).	 This	corresponds	 with	 the	 participant’s	 response	 when	 asked	 what	 purpose	music	listening	served	for	her.	Sophie	said	listening	to	music	was	about	relaxation	and	making	activities	more	enjoyable.			Another	 PCP	 participant	 said	 that	 they	were	 not	 looking	 forward	 to	 the	work	that	was	said	to	be	“30	minutes	in	duration,”	(Christine,	[BC]).	It	was	announced	in	the	pre-concert	talk	that	the	Korngold	was	a	large	work,	lasting	approximately	35	minutes.	 Fauré’s	duration,	which	was	 similar	 in	 length,	was	not	mentioned.	
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Hence	 no	 one	 commented	 on	 the	 length	 of	 Fauré	 being	 an	 issue.	 Here,	 it	 is	extraneous	elements	to	 the	sound	of	 the	music,	 in	 this	case	being	the	duration,	which	presented	a	barrier	to	a	new	attendee’s	enjoyment	of	a	classical	concert.		
4.4.5 Expectations	and	Concert	Elements	Informing	Enjoyment	Figure	 13	 illustrates	 that	 two	 factors	 in	 particular	 positively	 informed	participants’	expectations	of	 the	concert.	Participants	were	particularly	 looking	forward	to	seeing	and	hearing	the	musicians	perform	(86%	of	RE,	100%	of	PCP	and	57%	of	NE	participants)	and	were	excited	about	 the	prospect	of	 the	music	being	 performed	 in	 a	 ‘live’	 fashion	 (86%	 of	 RE,	 78%	 of	 PCP	 and	 85%	 of	 NE	participants).	 Figure	 13	 also	 demonstrates	 that	 participants’	 engagement	with	the	program	notes	and	with	each	other	during	interval	also	positively	informed	their	concert	experience.	
		 74	
	
 Extraneous	 factors	 influencing	 participants’	 expected	 enjoyment	Figure	13.
of	 the	concert	before	attending,	and	 informing	their	actualised	enjoyment	after	
attending.		
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4.4.6 Musicians	The	 anticipation	 of	 seeing	 and	 hearing	 the	 musicians	 themselves	 positively	informed	 participants’	 expectations	 of	 the	 concert.	 Christine	 (PCP	 participant)	said,	“I’m	looking	forward	to	seeing	the	musicians.	I	love	watching	string	players.	I	think	it’s	crazy	to	see	music	made	so	beautifully	from	the	instruments	right	in	front	of	me,”	[BC].			Participants	also	appreciated	the	skill	and	expertise	of	the	musicians	as	they	saw	and	heard	 the	music	being	 created	 in	 front	of	 them.	Following	 the	pre-concert	talk,	Liz	(PCP	participant)	said,	“I	enjoyed	seeing	the	interest	and	passion	as	well	as	 the	 skill	 of	 all	 the	musicians,”	 [BC].	 This	 visual	 quality	 can’t	 be	 captured	 or	communicated	through	an	audio	recording.	After	listening	to	the	recordings,	Ella	(RE	participant)	 said,	 “I	 think	 it	 is	 better	 to	 see	 and	hear	 the	music	 presented	because	 it	 involves	 so	 much	 more	 in	 the	 total	 experience,”	 [BC].	 The	 skill	involved	 in	performing	challenging	repertoire	and	the	communication	between	each	of	the	musicians	enabled	participants	to	have	a	greater	understanding	and	appreciation	 of	 classical	 music-making.	 After	 the	 concert,	 Victoria	 (NE	participant)	 said,	 “I	 have	 more	 appreciation	 for	 the	 talent	 and	 skill	 of	 the	musicians	and	the	complexity	of	the	repertoire,”	[AC].			
4.4.7 Live	Performance	Participants	were	excited	about	the	‘live’	quality	of	the	performance.	Jessica	(NE	participant)	said	that	she	was	looking	forward	to	“seeing	the	performers	live	and	the	way	they	enjoy	performing	and	playing	together,”	[BC].	For	NE	participants,	
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this	 was	 significant	 because	 not	 one	 NE	 participant	 said	 they	 were	 looking	forward	 to	 the	 repertoire	 being	 performed;	 usually	 the	 main	 incentive	 for	attending	 a	 classical	 music	 concert.	 In	 this	 case,	 regardless	 of	 the	 repertoire	being	performed,	 these	new	 listeners	were	more	excited	about	 the	prospect	of	music	 being	 performed	 in	 a	 live	 fashion.	 Ella	 (RE	 participant)	 said,	 “the	 live	music	 experience	 is	 always	 better	 –	 I	 enjoy	 the	 atmosphere,	 the	 vibe,	 and	watching	 the	 performers,”	 [AC].	 Henry	 (RE	 participant)	 added	 that	 he	 was	mostly	looking	forward	to	“the	presentation	of	complex	musical	works	in	a	‘live’	fashion,”	[BC].		
4.4.8 Program	Notes	All	but	one	of	the	participants	read	the	program	notes.			Participants	 generally	 found	 the	 provision	 of	 program	 notes	 enhanced	 their	concert	 experience	 by	 providing	 an	 historical	 and	 biographical	 context	 for	 the	works	 and	 composers.	 Henry	 (RE	 participant)	 said,	 “the	 program	notes	 added	greatly	 to	 the	 concert	 experience	 by	 placing	 the	 pieces	 in	 historical	 context.	 I	could	 also	 learn	 a	 few	 biographical	 details	 about	 the	 composers,”	 [AC].	 One	participant	 said	 the	 program	 notes	 could	 have	 included	 more	 information.	Edward	(RE	participant)	said,	“more	information	could	have	been	included	in	the	notes.	 Information	on	 the	pieces	 is	 always	appreciated,”	 [AC].	Participants	also	found	the	notes	useful	to	refer	back	to	for	the	program	order.		Lillie	said,	“it	was	useful	 to	 have	 the	 program	 notes	 for	 the	 program	 order	 and	 to	 flick	 through	them	for	reference,”	[AC].	
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	All	PCP	participants	read	the	program	notes	and	all	but	one	participant	said	the	program	notes	enhanced	 their	 concert	experience.	This	 is	worth	noting	as	PCP	participants	had	 just	been	presented	with	a	 large	amount	of	 information	about	the	works	and	the	composers	in	the	pre-concert	talk.			Some	 participants	 (40%)	 specifically	 mentioned	 enjoying	 reading	 about	 the	performers	themselves.	Sophie	(PCP	participant)	said,	“the	program	notes	added	to	 the	 experience	 as	 I	 could	 read	 more	 about	 the	 music	 and	 find	 out	 more	information	 about	 each	 musician	 and	 their	 background	 which	 was	 really	interesting.	I	could	then	further	appreciate	their	training,	expertise	and	passion,”	[AC].		For	NE	participants,	the	notes	were	also	found	to	assist	participants	with	how	to	listen	to	the	works.	Victoria	said,	“I	liked	reading	specifically	about	the	music	and	hints	 as	 to	what	 I	 could	 listen	 out	 for	 and	 appreciate	 in	 the	music,”	 [AC].	 One	participant	 in	particular	enjoyed	 identifying	 themes	and	emotions	 in	 the	music	that	 were	 discussed	 in	 the	 notes.	 Nina	 said,	 “I	 noticed	 certain	 themes	 and	emotions	 being	 played	 out.	 It	 was	 interesting	 to	 read	 the	 notes	 to	 see	 if	 they	reflected	my	interpretations,”	[AC].	
4.4.9 Interval	For	 some	participants,	 the	 interval	enhanced	 their	 concert	experience.	The	20-minute	 interval	 provided	 audience	 members	 with	 the	 opportunity	 to	 interact	
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with	one	another.	Participants	could	also	interact	with	the	composer	who	was	in	attendance,	as	well	as	the	musicians	who	came	out	to	mingle	at	intermission.			
4.5 Barriers	to	Enjoyment		
Two	elements	in	particular	were	mentioned	by	participants	as	having	the	effect	of	 precluding	 complete	 engagement	 and	 enjoyment	 in	 the	 concert	 experience.	What	 was	 expected	 from	 participants	 in	 terms	 of	 etiquette,	 formality	 and	conventions	 of	 concert	 proceedings	 presented	 barriers	 to	 some	 participants’	ability	to	enjoy	the	concert	(29%	of	RE,	55%	of	PCP	and	50%	of	NE	participants).	PCP	 and	 NE	 participants	 (33%	 and	 25%	 respectively)	 also	 identified	 the	concert’s	duration	as	being	‘too	long’.	These	figures	are	illustrated	in	figure	14.	
 Factors	 identified	 by	 participants	 as	 serving	 as	 barriers	 to	Figure	14.
participants’	enjoyment	of	the	concert.	
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4.5.1 Concert	Etiquette	The	formalities	and	conventions	surrounding	the	concert	provided	an	element	of	uncertainty	and	discomfort	for	some	participants.	Being	unsure	of	when	to	clap	between	movements,	 not	 knowing	 how	 long	 a	movement	would	 last	 and	 even	being	unsure	of	how	to	dress	for	a	classical	concert	were	perceived	as	barriers	to	enjoyment.			Edward	and	Lillie	(RE	participants)	and	Emily	(PCP	participant)	said	they	were	unsure	 of	 the	 etiquette	 surrounding	 applauding	 in	 classical	music.	 Steven	 (NE	participant)	 said	 he	 was	 not	 looking	 forward	 to	 the	 formality	 of	 the	 concert.	Jessica	was	concerned	about	“needing	to	sit	very	still	and	not	move	about.”	She	was	 also	 worried	 about	 disrupting	 the	 concert	 if	 she	 needed	 to	“cough/sneeze/drink	 water,”	 [BC].	 	 One	 participant	 was	 also	 unsure	 of	 how	other	audience	members	would	react	to	her	bringing	her	young	daughter	to	the	concert.	She	was	worried	her	daughter	may	disrupt	the	concert.			Victoria	and	Steven	(NE	participants)	both	spoke	about	the	concert’s	formality	as	detracting	 from	 their	 enjoyment.	 Victoria	 said,	 “I	 generally	 prefer	 less	 formal	atmospheres,”	[AC].		
4.5.2 Duration	The	length	of	the	concert	was	another	barrier	to	some	participants’	enjoyment.	The	concert	ran	for	approximately	120	minutes	 including	a	20-minute	 interval.	
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The	 concert	was	made	 up	 of	 two	major	works,	 each	 lasting	 approximately	 30	minutes,	and	an	additional	shorter,	light	work	that	was	five	minutes	long.		For	 PCP	 participants	 who	 attended	 the	 pre-concert	 talk,	 the	 event	 ran	 for	approximately	180	minutes.	One	PCP	participant	even	identified	the	pre-concert	talk	as	being	“a	bit	long”	(Fred	[BC]).		One	 PCP	 participant	 commented	 on	 not	 looking	 forward	 to	 the	 Korngold	 as	 it	was	explained	in	the	presentation	that	it	was	a	large	work	being	35	minutes	long.	She	said	“I’m	not	looking	forward	to	the	piece	that	I	believe	is	supposed	to	be	30	minutes	long.	I	don’t	have	a	very	long	attention	span	so	the	thought	of	listening	to	 something	 that	 long	 is	 a	 bit	 daunting”	 (Christine	 [BC]).	 Hence	 it	 was	 the	duration	 alone,	 rather	 than	 the	 sound	 of	 the	 music	 that	 participants	 found	confronting.	Victoria	(NE	participant)	said,	“a	couple	of	the	pieces	may	have	been	too	long	for	a	first	time	classical	music	concert-attendee,”	[AC].		Other	 participants	 also	 expressed	 a	 concern	 about	 being	 able	 to	 focus	 for	 the	entire	 length	of	 the	duration.	Audrey	 (RE	participant)	 said,	 “I	hope	 that	 I	don’t	lose	focus,”	[AC].			
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5 Discussion	
This	 study	 investigated	 new	 classical	 concert	 attendees’	 experience	 of	 the	classical	 concert.	 Twenty-three	 novice	 concert-goers	 attended	 a	 classical	chamber	concert	and	took	part	 in	one	of	 three	 familiarisation	strategies	before	the	 concert:	 repertoire	 exposure,	 pre-concert	 talk,	 or	 program	 notes	 only.	 All	participants	enjoyed	 the	concert	experience,	and	 those	who	were	 familiar	with	the	 repertoire	 reported	more	 enjoyment	 than	 those	who	were	not.	 Familiarity	with	the	repertoire,	concert	setting	and	conventions	was	critical	to	participants’	comfort	 and	 enjoyment	 at	 the	 concert.	 Participants	 were	 positive	 about	 pre-concert	 familiarisation,	 and	would	value	 future	pre-concert	 information	 if	 they	were	to	attend	again.	The	pre-concert	presentation	was	deemed	most	successful	in	 equipping	 participants	with	 a	 contextualised	 understanding	 of	 the	music	 in	the	concert	setting.	This	was	deemed	most	crucial	for	a	new	attendee’s	comfort,	appreciation	and	subsequent	enjoyment	of	the	concert.	Even	those	in	the	control	group	expressed	a	desire	to	have	been	more	familiar	with	the	repertoire,	concert	setting	and	conventions	so	as	to	enhance	their	classical	concert	experience.		
5.1 Overall	Concert	Enjoyment		
In	 this	 study,	 a	 new	 classical	 concert	 attendee’s	 familiarity	with	 the	 repertoire	positively	 influenced	 their	 enjoyment	 of	 the	 live	 performance.	 Previous	investigations	 have	 suggested	 that	 familiarity	 through	 prior	 exposure	 to	repertoire	 does	 not	 improve	 concert	 enjoyment	 for	 new	 classical	 concert	attendees	 (Dobson,	2013).	Here,	 familiarity	 through	both	repeated	exposure	 to	
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the	 repertoire	 before	 a	 concert,	 and	 through	 a	 lecture-style	 pre-concert	 talk	involving	 verbal	 descriptions	 as	 well	 as	 musical	 demonstrations,	 was	 in	 fact	found	 to	contribute	 to	novice	classical	music	 listeners’	enjoyment	of	a	 classical	concert.	This	is	evidenced	by	the	fact	that	both	RE	and	PCP	participants	enjoyed	the	concert	more	than	NE	participants		A	lack	of	familiarity	amongst	participants	who	did	not	engage	in	a	familiarisation	strategy	did	not	detract	from	their	overall	enjoyment	of	the	concert	experience.	Instead,	 other	 factors	 including	 the	 concert	 atmosphere,	 ‘new	 experience’	 and	the	 social	 aspect	 of	 the	 concert	 had	 a	 greater	 impact	 on	 their	 enjoyment.	 In	particular,	 the	 uninitiated	 listeners	 identified	 that	 the	 element	 of	 excitement	about	 the	 concert	 lay	 in	 the	 ‘new	 experience’	 it	 promised.	 The	 social	 and	communal	 aspect	 of	 the	 concert,	 being	 able	 to	 attend	with	 friends	 (A.	 Brown,	2004a,	 2004b;	Dobson	&	 Pitts,	 2011;	 Kolb,	 2000;	 Roose,	 2008),	 the	 talent	 and	skill	of	the	musicians	(Dobson	&	Pitts,	2011;	Platz	&	Kopiez,	2012;	Tsay,	2013),	the	 quality	 of	 the	 performance,	 the	 venue	 and	 concert	 atmosphere	 and	 the	promise	of	repertoire	that	was	new	and	unfamiliar	were	all	elements	PCP	and	RE	participants	identified	as	positively	influencing	their	expectations	of	the	concert	and	 contributing	 to	 their	 enjoyment	 of	 the	 overall	 experience.	 Interestingly	however,	the	majority	of	NE	participants	acknowledged	they	would	have	liked	to	have	 been	more	 familiar	with	 the	 repertoire.	 They	 even	went	 as	 far	 as	 saying	feelings	of	familiarity	may	have	increased	their	sense	of	understanding	and	may	have	enhanced	their	concert	enjoyment.			
		 83	
Barriers	to	participants’	enjoyment	included	the	formality	of	the	event	that	was	associated	 with	 expectations	 of	 audience	 attire,	 the	 formality	 and	 uncertainty	surrounding	 concert	 conventions,	 such	 as	 knowing	 when	 to	 applaud	 and	 the	duration	 of	 the	 concert.	 These	 barriers	 to	 enjoyment	 for	 the	 new	 classical	concert	 attendee	 have	 been	 long	 established	 (Dobson	 &	 Pitts,	 2011;	 Jacobs,	2000;	Kolb,	1998,	2000;	Pitts,	2005).	Feelings	of	discomfort	and	unfamiliarity	in	a	 classical	 concert	 setting	 as	 opposed	 to	 the	 more	 relaxed	 environment	 of	 a	popular	music	concert	(Baumgartner,	2002;	Nicholls,	2014)	was	highlighted	by	several	 participants.	 Feelings	 of	 unease	 amongst	 an	 audience	 of	 seasoned	concert-goers	also	detracted	from	some	participants’	experience	(Baumgartner,	2002;	Dobson,	2010).	Concern	was	expressed	about	not	knowing	how	to	interact	with	other	audience	members	 for	 fear	 that	a	 lack	of	musical	knowledge	would	prevent	 them	 from	 being	 able	 to	 discuss	 the	 performance.	 Hence	 feelings	 of	apprehension,	unease,	 intimidation	and	 insecurity	 can	be	 created	when	people	not	 familiar	 with	 classical	 music	 perceive	 traditional	 classical	 audiences	 to	possess	a	greater	understanding	of	classical	music.	These	perceived	feelings	can	preclude	 the	 inexperienced	 attendee	 from	 interacting	 with	 others,	 or	 even	feeling	as	if	they	can	appreciate	the	performance	in	the	same	way.	Familiarising	new	 concert	 attendees	 with	 the	 repertoire	 and	 the	 classical	 concert	 setting	would	alleviate	some	of	these	feelings	of	unease	and	intimidation	and	would	go	some	way	in	engendering	feelings	of	inclusion	and	participation.			Participants	 who	 expressed	 such	 feelings	 not	 only	 echo	 the	 notion	 of	 a	‘hierarchy’	 of	 classical	music	 audiences	where	 the	musically	 uninitiated	 find	 it	difficult	 to	 interact	 with	 seasoned,	 experienced	 audience	 members	 (Benzecry,	
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2009;	Dearn	&	Price,	2016;	O'Sullivan,	2009;	Roose,	2008),	but	they	confirm	the	idea	that	being	equipped	with	more	knowledge	can	instil	in	new	listeners	a	sense	of	 confidence	 and	 comfort	 in	 a	 new	 environment	 such	 as	 the	 classical	 concert	setting	 (Dobson	 &	 Pitts,	 2011).	 Armed	 with	 this	 musical	 knowledge	 –	 be	 it	familiarity	 with	 the	 sound	 of	 the	 music	 and	 knowing	 what	 to	 expect	 upon	hearing	it	performed;	or	a	basic	understanding	of	the	composers	and	the	context	of	 the	works	–	new	attendees	may	 feel	more	at	ease	 interacting	with	seasoned	concert	 goers,	 creating	 a	 sense	 of	 congeniality	 and	 community	 that	 may	encourage	 future	 concert	 attendance	 (Dearn	 &	 Price,	 2016;	 Pitts	 &	 Spencer,	2008).		Practical	elements	like	the	duration	of	whole	works,	uncomfortable	seats,	lack	of	ambient	 lighting	 and	 obscured	 views	 of	 the	 stage	 detracted	 from	 audience	enjoyment.	The	complexity	and	unfamiliarity	with	classical	music	together	with	the	 duration	 of	 the	 works	 and	 the	 formality,	 assumed	 concert	 etiquette	 and	silence	 of	 other	 audience	 members	 produced	 a	 feeling	 amongst	 some	participants	 that	 they	did	not	know	how	 to	 focus	on	 the	music	 ‘appropriately’.	For	 these	reasons,	participants	also	 felt	 they	could	not	 listen	 in	an	 informed	or	‘correct’	manner	or	that	they	could	even	behave	in	a	manner	appropriate	for	the	classical	concert	setting.	Participants	thought	the	classical	concert	setting	was	so	formal	they	could	not	undertake	basic	and	necessary	tasks	like	shuffling	in	their	seats	 or	 drinking	 water	 from	 a	 drink	 bottle	 –	 tasks	 that	 make	 people	 feel	comfortable	and	at	ease.	This	feeling	of	‘otherness’	compared	to	regular	concert-goers	 produced	 feelings	 of	 discomfort	 and	 insecurity	 that	 detracted	 from	enjoyment.		
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5.2 Efficacy	of	Familiarisation	Strategy	
RE	participants	 reported	 the	highest	 levels	of	 enjoyment,	 followed	by	PCP	and	then	 NE	 participants.	 RE	 participants	 also	 reported	 the	 highest	 feelings	 of	familiarity	 with	 the	 repertoire	 based	 on	 their	 pre-listening	 task.	 Interestingly	however,	PCP	participants	rated	the	pre-concert	 talk	most	effective	 in	 terms	of	its	ability	to	inform	and	instil	a	sense	of	understanding	about	the	repertoire	and	the	 concert	 experience.	 Furthermore,	more	 PCP	 participants	 spoke	 favourably	about	the	impact	that	the	pre-concert	talk	had	on	their	concert	enjoyment,	than	RE	 participants	 spoke	 about	 the	 impact	 of	 their	 prior	 listening	 task	 on	 their	concert	enjoyment.	The	efficacy	of	 the	 familiarisation	strategies	 in	encouraging	future	attendance	is	also	reflected	by	the	fact	that	all	participants	who	engaged	in	 a	 familiarisation	 strategy	 said	 they	 would	 be	 interested	 in	 re-attending	 a	classical	concert,	whereas	fewer	NE	participants	reported	a	desire	to	re-attend.			All	 these	 findings	 suggest	 the	 prior	 listening	 task	 was	 most	 effective	 in	familiarising	 new	 listeners	with	 classical	music.	 The	 pre-concert	 talk	 however	was	a	more	enjoyable	and	informative	experience	for	new	attendees	and	was	a	learning	experience	they	would	undertake	again.		
5.2.1 Familiarisation	through	Listening	Exposure	The	 exercise	 of	 listening	 to	 repertoire	 leading	 up	 to	 a	 concert	 has	 an	 ease,	comfort,	convenience	and	flexibility	about	it	that	was	identified	by	a	number	of	RE	participants.	Participants	enjoyed	 listening	 to	 the	recordings	multiple	 times	and	at	their	own	leisure.	These	elements	of	the	task	that	appealed	to	participants	
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have	been	highlighted	in	the	literature	as	contributing	to	the	rise	and	popularity	of	 ‘live-streamed’	events	(Barker,	2013;	Chanan,	2002)	and	an	 increasing	trend	to	 watch	 or	 listen	 to	 live	 recorded	 performances	 rather	 than	 attend	 the	 live	performance	(Maitland,	2000;	Pitts,	2014).			Furthermore,	the	ease,	convenience	and	comfort	that	came	from	listening	to	the	recordings	 wherever	 and	 whenever	 and	 the	 flexibility	 of	 being	 able	 to	simultaneously	perform	other	tasks	were	identified	by	participants	as	elements	of	 the	 listening	 task	 that	 could	 not	 be	 replicated	 in	 the	 live	 performance.	 This	supports	 existing	 research	 about	 the	 increasing	 availability	 and	 ease	 of	 using	instantaneous	forms	of	musical	entertainment	within	the	home;	factors	that	de-motivate	attendance	at	live	performances	(Maitland,	2008;	Nicholls,	2014;	Pitts,	2014).			Nonetheless,	 the	 results	of	 this	 study	 found	 that	more	RE	participants	 enjoyed	the	live	performance	than	they	did	listening	to	the	recordings.	This	builds	upon	Pitts	 &	 Burland’s	 (2013)	 research	 into	 factors	 motivating	 jazz	 audiences’	attendance	 at	 live	 performances.	 The	 present	 study	 highlights	 that	 the	 ‘live’	quality	of	the	performance,	including	seeing	the	performers	creating	the	music	in	real	 time,	 being	 in	 close	 proximity	 to	 the	 performers	 and	 other	 audience	members	 alike	 and	 experiencing	 the	 ambience	 and	 atmosphere	 of	 a	 live	performance,	make	 the	 endeavour	 of	 attending	 a	 concert	more	 enjoyable	 than	listening	to	recordings.		
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Despite	 the	 benefits	 of	 listening	 to	 the	 recordings,	 participants	 had	 difficulty	quarantining	sufficient	time	to	listen	to	classical	works	of	substantial	length.	This	was	 a	 challenge	 also	 shared	 by	 Dobson’s	 (2013)	 participants.	 Subsequently,	Dobson	questioned	the	validity	of	prior	 listening	as	a	tool	for	familiarising	new	classical	 music	 listeners	 with	 large	 symphonic	 works.	 This	 study	 sought	 to	overcome	 the	 challenges	Dobson’s	 participants	 faced,	 by	 ensuring	 participants	were	given	a	longer	period	of	time	to	undertake	their	listening	task.	As	opposed	to	two	weeks	(Dobson,	2013),	participants	were	given	one	month	to	listen	to	the	recordings.	 As	 such,	 their	 reported	 levels	 of	 familiarity	 reflect	 the	 efficacy	 and	success	 of	 prior	 listening	 as	 a	 familiarisation	 tool	 for	 the	 new	 listener,	 even	 if	they	did	find	it	difficult	to	listen	to	longer	works.		RE	 participants	 reported	 to	 listen	 to	 music	 for	 the	 purposes	 of	 relaxation,	enjoyment,	 entertainment	and	as	a	mood	regulator.	This	 is	 consistent	with	 the	literature	 that	 talks	 about	 music-listening	 being	 a	 pleasurable	 experience	(Schubert,	2009),	providing	a	form	of	escapism	and	its	ability	to	regulate	arousal	and	 mood	 and	 heighten	 one’s	 self-awareness	 (Schäfer	 et	 al.,	 2013).	 RE	participants	 also	 reported	 to	 listen	 to	 music	 whilst	 it	 was	 playing	 in	 the	background	at	home,	as	they	were	relaxing	or	doing	housework,	whilst	working	or	 studying,	 on	 short	 car	 trips,	 or	 through	 headphones	 whilst	 commuting	 on	public	transport.	The	manner	in	which	participants	listen	to	music	is	not	atypical	from	what	other	studies	have	found	(Lilliestram,	2013;	Roose,	2008;	Sloboda	&	O'Neill,	2001).	Participants	found	listening	to	pop	music	fulfilled	their	needs	and	was	most	suited	for	the	method	in	which	they	listened.		
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Participants	may	 not	 have	 found	 listening	 to	 a	 new	 genre	 of	music	 –	 classical	music	being	both	complex	and	challenging	–	a	relaxing,	entertaining	or	enjoyable	task.	Due	to	the	complexity	of	classical	music	with	unusual	 form	and	structure,	and	intricate	harmonic	language,	it	may	not	have	been	music	that	was	capable	of	regulating	a	non-classical	music	listener’s	mood	or	affirming	self-awareness.	Nor	may	 the	 task	 of	 listening	 to	 recordings	 of	 substantial	 duration	 have	 been	compatible	with	short	car	trips	or	whilst	on	public	transport.	For	these	reasons,	RE	participants	may	not	have	enjoyed	the	task	of	listening	to	the	recordings	in	a	prescribed	environment	where	they	may	have	felt	obliged	to	complete	the	task	of	 listening	to	 the	recordings	as	many	times	as	possible.	Participants	may	have	enjoyed	the	task	more	had	it	not	been	a	study-setting.			Nevertheless,	participants’	listening	experiences	in	the	current	study	build	upon	Dobson’s	by	illustrating	how	new	classical	music	listeners	can	best	engage	with	their	 listening	 task.	 The	 results	 illustrate	 that	 those	 who	 listened	 to	 the	recordings	 in	an	active	manner	were	able	 to	 familiarise	and	 recall	parts	of	 the	music	more	easily	than	those	who	listened	only	incidentally.	Audience	members	who	listened	actively	also	reported	to	enjoy	the	performance	more.	This	finding	challenges	 that	 of	 Szpunar	 et	 al.’s	 (2004)	 which	 found	 that	 focussed,	 active	listening	decreased	enjoyment	of	the	 listening	experience.	 Instead,	 the	fact	that	participants	who	were	more	 familiar	with	 the	music	 enjoyed	 their	 experience	more	 confirms	 Green’s	 (2006)	 stipulation	 that	 listeners	 are	 more	 likely	 to	respond	positively	to	the	sound	of	the	music	when	they	are	familiar	with	it.			
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These	 results	 demonstrate	 that	 for	 classical	 music	 novices,	 understanding,	recognition	and	even	liking	of	the	repertoire	only	came	after	multiple	listens	as	the	 repertoire	 was	 found	 to	 be	 challenging	 on	 the	 first	 listen.	 As	 participants	were	 only	 required	 to	 listen	 to	 the	 recordings	 once	 in	 full,	 the	 fact	 that	 every	participant	 was	 willing	 to	 listen	multiple	 times	 demonstrates	 a	 new	 listener’s	desire	to	‘get	to	know’	the	repertoire.		
5.2.2 Familiarisation	through	the	Pre-Concert	Presentation	Despite	 RE	 participants	 reporting	 the	 highest	 feelings	 of	 familiarity	 with	 the	repertoire,	 PCP	 participants	 spoke	 of	 the	 pre-concert	 talk	 more	 favourably	 in	terms	of	its	direct	impact	on	overall	concert	enjoyment.		It	 has	 already	 been	 firmly	 established	 that	 pre-concert	 talks	 are	 a	 powerful	means	of	contextualising	audience	members’	classical	concert	experiences.	Pre-concert	 talks	 can	 assist	 audience	 members’	 understanding,	 familiarity	 and	confidence	with,	 sense	 of	 involvement	 and	 inclusion	 in	 the	 concert	 experience	and	ability	to	more	critically	evaluate	a	performance	(A.	Brown,	2004b;	Dobson,	2010;	 Dobson	 &	 Pitts,	 2011;	 Kolb,	 2000;	 Roose,	 2008).	 Especially	 when	presented	by	the	musicians,	as	was	done	in	the	current	study,	pre-concert	talks	are	perceived	to	 feel	more	personal	with	the	effect	of	reducing	the	formality	of	the	 concert	 setting	 (A.	 Brown,	 2004b).	 Pre-concert	 talks	 can	 also	 reduce	 the	feeling	 of	 separation	 between	 the	 audience	 and	 musicians	 created	 by	 the	physical	 distance	 between	 performers	 on	 stage	 and	 the	 audience	 in	 darkened	seats	in	the	concert	hall	and	subsequently	make	audience	members	feel	more	at	
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ease	 (A.	 Brown,	 2004b).	 All	 these	 findings	 however	 are	 based	 largely	 on	anecdotal	 evidence.	 The	 current	 study	 sought	 to	 substantiate	 these	 claims	 by	formally	 assessing	 the	 way	 novice	 concert-attendees	 interacted	 with	 a	 pre-concert	 talk	 by	 asking	 these	 questions	 of	 participants	 directly,	 rather	 than	abstracting	these	findings	from	anecdotal	evidence.	PCP	participants	confirmed	these	anecdotal	findings.			All	participants	mentioned	it	was	useful	hearing	themes,	moods	and	techniques	discussed	 verbally	 as	 well	 as	 demonstrated	 musically	 as	 this	 enhanced	 their	understanding	of	the	music.	This	evidences	Campbell’s	(2005)	assertion	that	the	active	 and	 attentive	 listening	 of	 classical	 music	 can	 be	 aided	 by	 verbal	descriptions.	This	also	expands	upon	Elliott’s	(2005)	research	investigating	how	music	teachers	speak	about	music	to	communicate	meaning	to	students	and	how	speaking	 about	music	 can	 assist	 students’	 listening	 abilities	 by	 focussing	 their	attention	on	specific	musical	elements.			The	current	 study	 thus	explores	Elliott’s	 (2005)	and	Campbell’s	 (2005)	 idea	of	how	someone	can	communicate	meaning	to	new	classical	 listeners	 in	a	concert	setting	 and	 enable	new	attendees	 to	 listen	 and	observe	 in	 an	 engaged	 fashion.	The	presenter’s	incorporation	of	‘emotion	words’,	metaphors	and	analogies	was	found	 to	 be	 a	 useful	 exercise	 in	 focussing	 participants’	 attention	 on	 important	expressive	features,	thematic	material	and	structural	elements	in	the	music.	As	a	result,	 PCP	 participants	 reported	 positively	 on	 knowing	what	 to	 listen	 out	 for,	feeling	more	 informed	about	musical	 aspects	 such	 as	 key	 signatures,	modality,	time	signatures,	textures	and	musical	structure	and	form,	as	well	as	 identifying	
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with	some	of	the	themes	and	moods	the	presenter	suggested	the	music	reflected.	The	language	and	the	content	included	in	the	pre-concert	talk	was	thus	effective	in	 communicating	 musical	 meaning	 to	 classical	 music	 novices	 in	 a	 way	 that	enhanced	 their	 understanding	 of	 the	 performance	 and	 contributed	 to	 their	enjoyment.		Dobson	(2010)	found	the	classical	music	novice	appreciated	the	pre-concert	talk	in	 that	 it	 contextualised	 the	 concert	 program	 and	 made	 the	 repertoire	 more	relatable	by	 comparing	 it	 to	 jazz;	 an	 idiom	with	which	participants	were	more	familiar.	 Similarly	 in	 the	 current	 study,	 PCP	 participants	 were	 particularly	interested	 in	 the	Korngold	because	of	 the	way	 the	 composer’s	 film-music	 style	was	described	and	his	close	ties	to	Hollywood	were	discussed.	In	discussing	the	music	and	the	composer	in	such	a	way,	the	“perceived	chasm	between	classical	music	 and	other	 styles	of	music	 that	 the	participants	believe	 are	 available	 and	relevant	 to	 them”	 (Dobson,	 2010,	 p.	 119)	made	 the	music	more	 appealing	 and	instilled	in	participants	a	sense	of	anticipation	to	hear	the	performance.		This	study	concluded	that	 the	 incorporation	of	verbal	descriptions	and	musical	demonstrations	can	serve	as	a	very	powerful	learning	tool	for	concert	attendees	without	 a	 deep	 musical	 knowledge.	 Spoken	 descriptions	 and	 musical	demonstrations	can	help	communicate	musical	meaning	 to	 the	new	 listener.	 In	order	to	be	successful	however,	the	pre-concert	presentation	must	be	pitched	at	a	 level	 of	 understanding	 that	 will	 translate	 and	 appeal	 to	 the	 classical	 music	novice.					
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This	study	sought	to	address	the	issue	raised	in	some	of	the	literature	discussing	the	consequences	of	pre-concert	presentation	content	being	pitched	at	too	high	a	level	 of	 assumed	 musical	 knowledge	 for	 audience	 members	 do	 understand	(Dobson,	2010;	Dobson	&	Pitts,	2011;	Radbourne	et	al.,	2009).	For	new	classical	audiences,	 the	complexity	of	 information	presented	can	compound	 the	 issue	of	feeling	 insecure	 and	 a	 sense	 that	 they	 don’t	 belong	 because	 of	 their	 lack	 of	musical	knowledge	(O'Sullivan,	2009).	Hence	it	is	important	that	the	pre-concert	talk	 contain	 information	 that	 can	 be	 adequately	 communicated	 to	 engender	feelings	of	inclusion,	understanding	and	participation	amongst	new	audiences.		In	 an	 attempt	 to	 do	 away	 with	 this	 issue,	 the	 presentation	 in	 this	 study	 was	highly	 descriptive.	 Nonetheless,	 responses	 to	 how	 understandable,	comprehensive	 and	 well-communicated	 this	 content	 was	 were	 mixed.	 This	embodies	 the	 predicament	 of	 how	 to	 tailor	 the	 pre-concert	 presentation	 to	appeal	 to	 an	 audience	with	mixed	musical	 knowledge	 (Dobson,	 2010).	 On	 the	one	 hand,	 the	 information	 presented	 can	 be	 so	 basic	 to	 appeal	 to	 the	 classical	music	 layman,	 or	 it	 can	 be	more	musically	 academic	 to	 appeal	 to	 the	 classical	music	 expert.	Either	way	one	 class	of	 concert	 attendee	 is	neglected	 (A.	Brown,	2004b).			Whilst	 the	 pre-concert	 presentation	 in	 this	 study	 sought	 to	 target	 the	 level	 of	understanding	 of	 the	 classical	music	 novice,	 it	was	 unsuccessful	 in	 adequately	doing	 so.	 This	 further	 confirms	 Dobson’s	 (2010)	 assertion	 that	 classical	audiences	need	to	be	provided	with	“a	greater	degree	of	choice	over	the	means”	
		 93	
(p.	123)	by	which	 they	can	 inform	themselves	about	and	become	 familiar	with	classical	music.			The	 very	 nature	 of	 the	 pre-concert	 presentation	 also	 does	 away	 with	 issues	raised	by	RE	participants	concerning	the	time	that	was	demanded	by	their	pre-	listening	task.	Not	only	is	the	pre-concert	talk	more	personal	and	informative	as	it	is	delivered	by	an	expert	in	the	field,	but	it	is	built	into	the	performance	in	such	a	way	that	it	extends	the	concert-going	experience,	whilst	only	taking	up	a	finite	amount	of	time.	There	is	an	ease	and	a	sense	of	extended	quality	to	this.	This	is	a	quicker	and	more	informative	means	of	becoming	informed	about	the	repertoire	when	 compared	 to	 the	 task	 of	 listening	 to	 recordings	 before	 a	 concert.	 The	preference	 of	 the	 pre-concert	 talk	method	 of	 familiarisation	 is	 reflected	 in	 the	current	 study	by	 the	 fact	 that	more	RE	participants	 said	 they	would	 choose	 to	familiarise	 themselves	 with	 the	 concert	 repertoire	 by	 attending	 a	 pre-concert	talk	(a	strategy	in	which	they	did	not	engage)	than	by	engaging	in	a	pre-listening	exercise	(a	strategy	in	which	they	did	engage).		
5.2.3 Familiarisation	through	Program	Notes	All	 participants	 found	 program	 notes	 an	 invaluable	 source	 of	 information.	Program	 notes	 contributed	 to	 participants’	 understanding	 and	 led	 to	 greater	enjoyment	of	the	concert	experience.	Unlike	previous	studies	that	have	found	the	provision	 of	 program	 notes	 to	 detract	 from	 the	 new	 concert	 attendee’s	enjoyment	 (Dobson,	2010;	Margulis,	 2010),	 the	 current	 study	 supports	 Silva	&	Silva’s	(2009)	finding	that	textual	descriptions	can	enhance	enjoyment.	Margulis’	
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study	 was	 conducted	 in	 a	 laboratory	 setting,	 far	 removed	 from	 a	 concert	environment.	Margulis’	participants	found	the	act	of	reading	program	notes	and	trying	 to	 make	 sense	 of	 them	whilst	 listening	 to	 the	 music	 a	 distracting	 task,	preventing	them	from	forming	their	own	opinions	about	the	music.		Conversely,	the	 participants	 in	 the	 current	 study	 reported	 to	 enjoy	 reading	 the	 notes	 and	listening	 to	 the	 performance	 simultaneously.	 Participants	 even	 commented	 on	enjoying	the	task	of	trying	to	listen	out	for	what	was	described	in	the	notes.	This	difference	 may	 be	 a	 reflection	 of	 the	 current	 study	 being	 carried	 out	 in	 a	naturalistic	 setting	 where	 all	 the	 different	 elements	 of	 the	 concert	 could	 be	engaged	with	 in	 an	 organic	 fashion,	 as	 opposed	 to	 a	 laboratory	 setting	where	participants	 could	only	 connect	meaning	between	words	written	on	paper	and	the	sounds	they	were	hearing	through	headphones.		Dobson’s	(2010)	participants	did	not	enjoy	the	program	notes	because	they	were	tailored	 towards	 a	 reader	 with	 a	 much	 higher	 level	 of	 assumed	 musical	knowledge.	For	this	reason,	they	affirmed	participants’	feelings	of	incompetence	and	 lack	of	confidence	 in	 the	classical	 concert	setting.	 In	 the	current	study,	 the	researcher	 tailored	 the	 program	 notes	 to	 the	 level	 of	 understanding	 of	 the	classical	 musical	 layman.	 As	 such,	 participants	 admitted	 to	 reading	 the	 notes	whilst	the	performance	was	taking	place,	reporting	positively	on	the	experience	of	connecting	what	was	said	in	the	notes	with	what	they	heard.		Participants	also	found	the	program	notes	were	a	useful	resource	for	reference	purposes:	participants	could	refer	back	to	the	notes	for	the	program	order,	or	to	determine	 what	 movement	 within	 a	 work	 they	 were	 hearing.	 As	 many	
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participants	 expressed	 concern	 about	 the	 duration	 of	 the	 concert,	 not	 being	familiar	with	 conventional	 timings	 of	whole	works	 and	 individual	movements,	the	program	notes	could	have	been	improved	by	including	the	duration	of	each	movement.	This	would	have	further	equipped	audience	members	with	a	sense	of	confidence	 about	 what	 to	 expect.	 This	 echoes	 Crappell’s	 (2011)	 finding	 that	program	 notes	 play	 a	 practical	 role	 in	 informing	 audience	 members’	expectations	about	the	performance.	Participants	also	identified	with	Crappell’s	finding	 in	that	they	enjoyed	reading	the	musician	biographies.	This	was	said	to	make	 the	musicians	 seem	more	 personable	 and	 enabled	 audience	members	 to	appreciate	 the	musicians’	 level	 of	 skill	 and	expertise	when	 reading	about	 their	studies	and	accolades.			
5.2.4 Familiarisation	through	other	Strategies	Various	 participants	 suggested	 other	 means	 of	 becoming	 familiar	 with	 and	acquiring	 knowledge	 about	 the	 classical	 concert.	 Other	 than	 personal	 study,	research,	and	listening	to	recordings	that	an	interested	individual	could	conduct	themselves,	 these	 means	 ranged	 from	 the	 provision	 of	 written	 information	distributed	by	 the	music	 organisation	before	 the	 concert;	 a	 podcast	 containing	similar	 content	 to	 a	 pre-concert	 presentation	 along	 with	 recordings	 of	 the	concert	 repertoire;	 a	 complementary	 written	 handout	 accompanying	 the	 pre-concert	 presentation;	 and	 the	 creation	 of	 organised	 or	 informal	 music	appreciation	clubs.			
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The	 former	 two	 suggested	methods	 of	 becoming	 familiar	 with	 classical	 music	provide	a	means	for	audience	members	to	inform	themselves	about	the	concert	program	 in	 their	 own	 time	 and	 at	 their	 own	 leisure.	 These	 audience	members	can	also	choose	how	much	of	the	provisional	information	to	which	they	subject	themselves.	 These	 means	 also	 equip	 audience	 members	 with	 a	 sense	 of	understanding	 about	 the	 repertoire	 before	 attending	 the	 concert.	 Hence	 the	audience	member	can	attend	the	concert	and	the	pre-concert	talk	already	feeling	somewhat	 informed	 and	 with	 the	 benefit	 of	 building	 upon	 their	 existing	knowledge.	The	suggestion	of	a	written	handout	accompanying	the	pre-concert	presentation	 not	 only	 provides	 audience	 members	 with	 something	 they	 can	follow	 along	 with	 and	 something	 tangible	 to	 refer	 back	 to	 later,	 but	 it	 can	reinforce	what	 is	being	spoken	about	 in	a	different	way,	 for	example	through	a	visual	 representation	 ("How	 to	 read	 music	 when	 you	 don't	 read	 music:	innovative	and	striking	'listening	guides'	for	classical	audiences,"	2016;	Sinclair,	2016).	The	 suggestion	of	 the	 creation	of	music	 clubs	 is	of	 great	 interest	 and	 is	worth	discussing	in	greater	detail.				Brown	 (2004a)	 acknowledges	 that	 a	 music	 club	 can	 be	 useful	 in	 generating	interest	in	and	adding	value	to	the	concert	experience.	More	than	this	however,	a	music	 club	 enables	 a	 group	 of	 like-minded	 individuals	 to	 come	 together	 to	potentially	 bond	 with	 one	 another,	 discuss,	 listen	 to	 and	 attend	 a	 classical	concert.	 This	 all	 provides	 ‘club	 members’	 with	 a	 degree	 of	 ‘knowledge	acquisition’	 (Dobson	 &	 Pitts,	 2011)	 that	 can	 make	 new	 attendees	 feel	 more	confident	and	comfortable	within	the	concert	environment.	A	music	club	can	also	provide	 an	 instant	 feeling	 of	 inclusion	 and	 community	 amongst	 concert	
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attendees,	doing	away	with	the	notion	that	attending	classical	music	concerts	is	a	solitary	 activity	 (Baumgartner,	 2002;	 Dobson,	 2010;	 Nicholls,	 2014).	 Dearn	 &	Price	(2016)	discuss	 the	 idea	that	 friendships	and	communities	can	come	from	“providing	a	space	for	discussion	and	reflection	on	a	concert”	(p.	14).	This	space	may	come	in	the	form	of	a	music	club.	This	instant	sense	of	community	amongst	a	group	of	new	classical	concert	attendees	can	also	equip	new	attendees	with	a	confidence	 that	 enables	 them	 to	 address	 the	 perception	 that	 the	 seasoned	classical	 audience	 community	 is	 intimidating	 and	 elite	 (Dimaggio	 &	 Mukhtar,	2004;	Hazelwood,	2009;	Kolb,	2000;	O'Sullivan,	2009;	Pitts	et	al.,	2013).	A	music	club	 may	 also	 act	 as	 a	 social	 incentive	 for	 regular	 attendance	 as	 it	 provides	people	with	an	opportunity	 to	bond	with	one	another	 in	a	setting	 that	extends	beyond	the	concert	(Dearn	&	Price,	2016).		
5.2.5 Concert	Etiquette		Before	 the	 concert,	 participants	 expressed	 concern	 about	 not	 knowing	 how	 to	listen	to	a	classical	performance,	or	how	to	behave	in	an	environment	perceived	as	 very	 formal.	 These	 concerns	 were	 largely	 alleviated	 after	 the	 concert.	 This	evidences	Stockfelt’s	(1997)	notion	of	‘adequate	listening’	that	takes	place	when	one	conforms	 to	 sociocultural	 conventions	of	 the	 classical	 concert	hall.	That	 is,	participants	 in	 the	current	study	expressed	concern	about	not	knowing	how	to	listen	 to	 or	 concentrate	 on	 or	 even	 knowing	 how	 to	 express	 adequate	appreciation	for	the	music.	Participants	were	also	unsure	how	to	interact	with	a	classical	 music	 audience	 who	 seemingly	 possessed	 a	 much	 greater	understanding	of	classical	music	than	they	did.	Nonetheless,	these	concerns	were	
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largely	 quashed	 and	were	 not	 raised	 after	 the	 concert.	 An	 explanation	 for	 this	may	 be	 that	 participants	 assimilated	 the	 behaviour	 of	 those	 around	 them	 and	thus	assumed	a	mode	of	‘adequate	listening’	through	what	Benzecry	(2009)	and	Nicholls	 (2014)	 call	 ‘informal’	 and	 ‘social’	 learning	 conventions	 where	 an	awareness	of	how	to	listen	is	developed	through	social	and	cultural	interactions.		
5.2.6 The	Significance	of	a	Classical	Venue	The	literature	concerning	classical	music	venues	is	largely	focussed	around	three	points.	Firstly,	audience	members	are	more	at	ease	when	they	are	familiar	with	the	 concert	 venue	 (S.	 Thompson,	 2007).	 Secondly,	 the	 venue’s	 appeal	 plays	 a	more	 significant	 role	 in	 influencing	 the	 infrequent	 concert-goer’s	 decision	 to	attend	 as	 opposed	 to	 that	 of	 the	 frequent	 concert-goer	 (Baker,	 2000)	 .	 Thirdly	and	perhaps	most	controversially,	the	literature	outlines	the	debate	concerning	audience	 development	 strategies	 aimed	 at	 making	 classical	 concerts	 more	appealing	to	a	wider	demographic	by	experimenting	with	concert	venues	(Cusic,	1996;	Dearn	&	Price,	2016;	Galvin,	2017;	Mitic,	2016;	"Musical	Briefing:	Ageing	Audiences,"	2012;	Whitaker	&	Philliber,	2003)		Participants’	 responses	 in	 the	 current	 study	 build	 upon	 each	 of	 these	 points.	Before	attending	the	concert,	the	venue	was	not	a	factor	participants	considered	when	 assessing	 their	 anticipated	 enjoyment.	 This	 may	 reflect	 their	 greater	familiarity	 with	 pop	 concerts	 where	 venues	 are	 not	 usually	 a	 large	 factor	 in	determining	 concert	 attendance.	 Venues	 for	 pop	 concerts	 are	 often	 large;	designed	 for	practicality	 and	 functionality.	Attendees	may	not	heavily	 consider	the	 acoustics	 in	 these	 venues	 as	 these	 are	manufactured	 by	 sound	 technicians	
		 99	
with	expensive	equipment.	In	the	current	study	however,	after	having	attended	the	 concert,	 the	 venue	 did	 in	 fact	 have	 a	 considerable	 impact	 on	 participants’	evaluation	and	enjoyment	of	the	concert.	Participants	noted	that	the	beauty	and	old-world	charm	of	the	church	appropriately	accompanied	the	performance	and	enhanced	their	enjoyment	and	appreciation	of	the	music.		This	finding	is	contrary	to	the	literature	that	suggests	traditional	concert	venues	need	to	be	transformed	to	attract	a	broader	demographic	(Maitland,	2000).	This	instead	 suggests	 that	 the	 new	 classical	 concert-goer	 actually	 appreciates	 a	classical	 concert	 in	 its	 traditional	 form	 and	 setting.	 What	 this	 finding	 implies	however,	 supporting	 Baker’s	 (2000)	 and	 Thompson’s	 (2007)	 findings,	 is	 that	new	 classical	 attendees	 may	 be	 more	 inclined	 to	 attend	 a	 concert	 if	 they	 are	familiar	 with	 the	 venue.	 This	 familiarity	 may	 come	 through	 more	 effective	marketing	 strategies	 where	 the	 venue	 could	 play	 a	 more	 central	 role	 in	 the	promotion	of	a	concert.		
5.2.7 Concert	Venue	and	Visual	Impact	Participants	 commented	 on	 practical	 features	 of	 the	 venue	 that	 could	 be	improved.	 A	 venue	 that	 allows	 for	 optimum	 viewing	 of	 the	 musicians	 was	important	 for	 audience	 members.	 Hence,	 a	 venue	 where	 performers	 are	positioned	 on	 a	 raised	 stage	 or	 a	 venue	 with	 tiered	 seating	 were	 suggestions	about	 enhancing	 the	 audience	 experience.	This	 evidences	 the	 fact	 that	 viewing	the	musicians,	and	the	visual	spectacle	on	stage	was	felt	to	be	equally,	if	not	more	important	 than	 the	 aural	 quality	 of	 the	music	being	 created.	This	 supports	 the	
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notion	that	for	new	classical	concert	attendees,	a	performance’s	visual	cues	can	have	 a	 greater	 impact	 than	 the	 performance’s	 auditory	 cues	 (Huang	 &	Krumhansl,	2011;	Juchniewicz,	2008;	Platz	&	Kopiez,	2012).	Furthermore,	seeing	the	 performers’	 level	 of	 skill	 and	 interaction	 can	 further	 heighten	 an	 audience	member’s	 engagement	 with	 and	 enjoyment	 of	 a	 performance(Pitts	 &	 Burland,	2013).		Hence	a	venue	that	is	not	only	visually	appealing	with	good	acoustics,	but	also	provides	optimal	viewing	for	the	audience	and	comfort	will	ensure	the	most	enjoyable	experience	for	the	new	classical	concert	attendee.			
5.2.8 Repertoire	The	 repertoire	 had	 a	 considerably	 greater	 impact	 on	 participants’	 enjoyment	after	 attending	 when	 compared	 to	 participants’	 expected	 enjoyment	 of	 the	concert	before	attending.	This	is	interesting	because	for	the	experienced	concert	attendee,	 the	repertoire	 is	usually	 the	biggest	 incentive	 for	concert	attendance.	This	 finding	 is	 not	 however	 anomalous	 to	 the	 extant	 literature	 about	 factors	determining	 infrequent	 concert-goers	 attendance	 at	 classical	 concerts	 (Baker,	2000)			This	 study	 illustrates	 that	 the	 ‘night	 out	 with	 friends’	 or	 the	 ‘new	 experience’	factors	may	have	been	initially	more	appealing	to	potential	concert	attendees	not	familiar	with	classical	music.	After	the	concert	however,	participants	were	more	excited	 about	 the	 repertoire,	 finding	 it	 ‘captivating,	 exciting	 and	 upbeat’,	 as	opposed	to	‘soft’	and	‘background’	music;	notions	they	had	previously	associated	with	classical	music.	This	illustrates	the	importance	of	being	exposed	to	classical	
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music	later	in	life	and	being	re-acquainted	with	it	outside	a	school	setting.	This	exposure	 in	 a	 concert	 setting	 thus	 breaks	 down	 pre-conceived	 ideas	 and	stereotypes	 that	 classical	 music	 is	 only	 ‘light’	 and	 ‘boring’.	 This	 builds	 upon	Green’s	 (2006)	assertion	 that	negative	connotations	of	 “studiousness,	boredom	and	old	people…”	(p.13)	that	are	associated	with	classical	music	and	which	stem	from	 the	way	 classical	music	 is	 taught	 in	 the	 classroom,	 can	 be	 broken	 down	when	classical	music	is	introduced	in	a	more	naturalistic	setting.		The	 marked	 increase	 in	 participants’	 enjoyment	 of	 the	 repertoire	 after	 the	concert	may	 suggests	 that	 a	 number	 of	 other	 elements	 could	 also	 be	 linked	 to	how	participants	experience	the	repertoire.	The	literature	discusses	how	seeing	the	 skill	 involved	 in	 creating	 the	 music,	 seeing	 the	 facial	 expressions	 of	 the	musicians,	and	observing	the	way	other	people	react	to	the	music	can	positively	inform	 a	 frequent	 classical	 audience	 member’s	 evaluation	 of	 a	 performance	(Krahé	 et	 al.,	 2015;	Mitchell	&	MacDonald,	 2014;	W.	 F.	 Thompson	 et	 al.,	 2005;	Tsay,	 2013).	 	 The	 current	 study	 demonstrates	 that	 these	 visual	 cues	 can	 also	positively	 influence	 an	 infrequent	 concert-attendee’s	 evaluation	 of	 the	performance	 and	 appreciation	 for	 the	 repertoire.	 For	 example,	 where	 W.F.	Thompson,	 Graham	 &	 Russo	 (2005)	 contend	 that	 a	 performer’s	 facial	expressions	can	evoke	different	emotional	 responses	 for	 the	seasoned	classical	audience	 member,	 the	 same	 outcome	 was	 demonstrated	 in	 the	 current	 study	amongst	an	audience	of	infrequent	classical	concert	attendees.	One	participant	in	particular	 spoke	 about	 enjoying	 a	 particular	 movement	 more	 than	 the	 rest	because	of	the	happy	expressions	of	the	musicians’	faces	and	the	appearance	of	‘fun’	 that	 they	 were	 exuding.	 This	 illustrates	 the	 power	 of	 performers’	 stage	
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behaviour	 and	 facial	 expressions	 whilst	 performing	 and	 the	 manner	 in	 which	this	can	inform	a	new	concert	attendee’s	enjoyment,	appreciation	and	evaluation	of	a	performance.			Consistent	with	the	literature	(Dobson	&	Pitts,	2011;	Dodrill,	2014;	Green,	2006;	S.	Thompson,	2007),	the	current	study	revealed	a	correlation	between	music	that	was	 familiar	 and	 music	 that	 listeners	 enjoyed.	 Enjoyment	 of	 the	 concert	repertoire	was	also	closely	associated	with	music	that	fulfilled	the	purposes	and	reasons	 why	 participants	 said	 they	 listened	 to	music	 in	 their	 day-to-day	 lives	(Schäfer	et	al.,	2013)	 .	Movements	that	were	more	mellifluous,	structured,	 fast-paced,	 ‘upbeat’	 and	 ‘happy’	 in	 sound	 were	 more	 favoured	 by	 new	 concert	attendees	who	 reported	 to	 listen	 to	music	 for	 enjoyment,	 to	 continue	 a	 happy	mood	 and	 for	 relaxation.	 Movements	 that	 were	 abrasive,	 discordant	 and	‘unstructured’	 in	 sound	were	 less	 favoured.	This	 goes	 some	way	 in	 confirming	Kawase	 &	 Obata’s	 (2016)	 and	 Gabrielsson’s	 (2011)	 findings	 that	 infrequent	classical	 listeners	 react	 positively	 to	music	 that	 evokes	 emotions	 of	 happiness.	The	 current	 study	 could	 not	 weigh	 in	 on	 one	 particular	 side	 of	 the	 debate	surrounding	whether	infrequent	classical	listeners	can	equally	enjoy	listening	to	‘sad’	music	(Garrido	&	Schubert,	2011;	Ladinig	&	Schellenberg,	2012;	Vuoskoski	et	 al.,	 2012)	 as	 participants	 responses	 to	 the	 ‘sad’	 sounding	movements	 were	mixed.		The	 premiere	 of	 the	 Madsen	 was	 also	 a	 standout	 for	 participants.	 Familiarity	with	 this	 piece	 was	 not	 assessed	 as	 no	 recordings	 of	 this	 work	 existed.	Nonetheless,	 participants	 across	 all	 three	 groups	 enjoyed	 the	 upbeat,	 ‘poppy’	
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nature	 of	 the	work.	 It	was	 short	 in	 duration,	 approximately	 five	minutes	 long,	and	 contained	 only	 a	 small	 amount	 of	 thematic	material.	 Despite	 the	 fact	 that	participants	 were	 not	 familiar	 with	 the	 Madsen,	 the	 popularity	 of	 the	 work	illustrates	 Brown’s	 (2016)	 assertion	 that	 lighter	 classical	 music	 like	 this	 can	provide	 a	 “valuable	 entry	 point	 for	 new	 listeners”	 which	 may	 lead	 to	 further	exploration	within	the	genre	of	classical	music.		Participants’	comments	about	the	repertoire	they	enjoyed	and	did	not	enjoy,	and	their	 ability	 to	 become	 familiar	 with	 the	 repertoire	 in	 the	 first	 place	 reflects	North	&	Hargreaves	(1995)	and	Hargreaves	&	North’s	(2010)	notion	of	the	ideal	level	 of	 subjective	 complexity	 in	music	 that	 appeals	 to	 the	 listener.	 The	more	participants	 could	 differentiate	 between	 and	 recognise	 individual	 movements,	the	 more	 they	 enjoyed	 their	 experience.	 Participants	 could	 only	 differentiate	movements	 if	 the	 differences	 in	 sound	 were	 marked	 and	 obvious.	 That	 is,	different	sections	and	movements	had	to	sound	uniquely	different	with	obvious	changes	 in	 sound	 and	 mood	 for	 participants	 to	 appreciate	 and	 notice	 the	differences	 and	 change	 between	 movements.	 Hence	 participants	 enjoyed	 the	Fauré	more	 than	 the	 Korngold	 because	 they	 could	 differentiate	 between	 each	movement	 and	 attach	 specific	moods	 and	 colours	 to	 the	 different	movements.	Participants	reported	to	enjoy	the	Korngold	less	because	the	transition	between	different	 sections	 and	 movements	 were	 perceived	 to	 be	 less	 clear.	 In	 other	words,	 the	Fauré	contained	 the	 ideal	 amount	of	 complexity	 for	new	audiences,	whilst	the	Korngold	was	too	complex	for	new	audiences	to	understand,	become	familiar	with	and	thus	enjoy.	
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5.3 Limitations	and	Future	Directions	
This	 exploratory	 study	 assessed	 the	 efficacy	 of	 three	 strategies	 aimed	 at	familiarising	 new	 listeners	 with	 and	 enhancing	 their	 enjoyment	 of	 classical	music	 and	 the	 live	 classical	 concert	 setting.	 The	 familiarisation	 strategies	examined	 included	 listening	 to	 the	 repertoire	 in	 the	 month	 preceding	 the	concert,	 a	 pre-concert	 presentation	 and	 a	 ‘program	 notes	 only’	 method	 of	familiarisation.		Participants’	 responses	 alluded	 to	 a	 number	 of	 other	 issues	 that	 may	 be	 of	interest	 to	 future	 research.	 Based	 on	 participants’	 enjoyment	 of	 Madsen’s	contemporary	 work,	 of	 which	 they	 were	 not	 familiar,	 it	 would	 be	 useful	 to	determine	whether	 initial	 exposure	 to	 arguably	 less	 ‘hard-core’	 classical	music	encourages	 greater	 exploration	 within	 the	 classical	 music	 genre.	 It	 would	 be	interesting	 to	 compare	 participants’	 ability	 to	 become	 familiar	 with	 shorter,	more	contemporary	less	‘hard-core’	classical	music	with	their	ability	to	become	familiar	 with	 more	 complex	 classical	 music	 and	 how	 this	 process	 of	familiarisation	 correlates	 with	 enjoyment	 of	 the	 different	 styles	 of	 classical	music.	Further	 investigation	could	ascertain	whether	 this	more	palatable	entry	point	 of	 listening	 to	 ‘easy’	 classical	 music	 leads	 to	 a	 greater	 enjoyment	 and	appreciation	 of	 more	 traditional,	 experimental	 or	 modern	 forms	 of	 classical	music.		As	 the	 pre-concert	 talk	 was	 found	 to	 be	 the	 most	 effective	 familiarisation	strategy,	 participants’	 suggestions	 about	 how	 the	 pre-concert	 talk	 could	 be	
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improved	are	of	particular	interest.	It	remains	to	be	examined	how	musical	ideas	can	be	best	communicated	to	classical	music	novices.	Participants	suggested	the	incorporation	of	visual	cues	may	have	aided	understanding.			Prior	listening	feedback	suggests	that	there	may	be	more	appropriate	(and	less	appropriate)	 methods	 of	 listening	 to	 classical	 music.	 Research	 should	 identify	how	we	can	appropriately	engage	with	classical	music	outside	the	concert	hall;	that	is	how	to	listen	and	engage	comfortably	and	meaningfully.		Participants	 identified	 the	 reasons	 they	 listened	 to	 popular	 music	 and	 the	benefits	they	gained	from	doing	so.	It	would	be	useful	to	determine	whether	the	same	benefits	can	be	gained	by	listening	to	classical	music.		For	 future	 research,	 it	would	 be	 of	 interest	 to	 broaden	 the	 cross-demographic	representation	 of	 participants	 taking	 part	 in	 the	 study.	 The	 current	 study	employed	 the	 use	 of	 a	 purposive	 sample	 of	 participants	 sourced	 through	 the	researcher’s	social	and	personal	networks.	It	would	be	useful	to	find	new	ways	of	accessing	 potential	 audience	 members.	 One	 such	 recruitment	 method	 might	involve	 handing	 out	 flyers	 around	 concert	 venues	 such	 as	 the	 Sydney	 Opera	House,	 Angel	 Place	 or	 other	 smaller	 music	 venues	 including	 churches	 and	community	halls.		
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6 Conclusion	
[Classical]	 [m]usic	does	 face	challenges	–	 its	audience	 is	 too	narrow,	 the	finances	 are	 knife-edge,	 the	 old	 subscriber	 base	 is	 dwindling,	 there	remains	a	tension	between	populism	and	artistic	risk-taking,	the	media	is	too	obsessed	by	chasing	 the	zeitgeist,	 society	at	 large	 is	apathetic,	 if	not	hostile.	 But	 there	 is	 a	 decent-sized	 audience	 that	 remains	 loyal,	 and	 if	programmers	are	confident	and	opinion	formers	stop	pandering	to	trash	culture,	the	potential	is	limitless	(Moss,	2007).		Some	suggest	the	solution	to	classical	music’s	challenges	lies	in	“puncturing	the	punctiliousness”	 (J.	 Brown,	 2016)	 of	 classical	 music	 concerts,	 particularly		regarding	 concert	 format,	 conventions,	 formality	 and	 etiquette.	 This	 study	subverts	 the	 notion	 that	 the	 classical	 concert	 must	 be	 transformed	 into	something	 ‘innovative’	 and	 ‘modern’	 and	 uncharacteristically	 classical	 just	 to	appeal	 to	 a	 new	 and	 younger	 market.	 Instead,	 this	 study	 suggests	 that	newcomers	feel	most	at	ease	and	enjoy	the	concert	experience	most	when	their	expectations	of	the	traditional	concert	are	met.	This	enjoyment	and	sense	of	ease	also	comes	through	being	familiar	with	the	concert:	its	repertoire,	its	audiences,	its	 conventions	 and	 etiquette.	 This	 sense	 of	 comfort	 and	 familiarity	 enables	newcomers	 to	 better	 understand	 and	 appreciate	 classical	music	 in	 the	 concert	environment.			The	current	study	demonstrated	that	familiarising	a	new	concert	attendee	with	the	 concert	 repertoire	was	 not	 essential	 for	 enjoyment.	 Instead,	 being	 familiar	with	concert	settings	and	conventions,	gaining	a	sense	of	how	the	concert	would	run,	 feeling	 included	and	able	 to	participate	with	other	audience	members	and	
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having	a	 contextualised	understanding	of	 the	composers	and	 their	works	were	crucial	for	enjoyment.	These	sense	of	familiarity,	understanding	and	comfort	was	best	conveyed	through	a	pre-concert	style	lecture	presentation.		Audience	 development	 strategies	 for	 the	 new	 classical	 music	 listener	 are	 not	about	transforming	the	traditional	concert	experience	into	a	more	commercial	or	mainstream	event,	nor	are	they	about	extending	the	existing	concert	experience	to	 appeal	 to	more	 niche	markets.	 Rather,	music	 organisations	 should	 focus	 on	capturing	 and	 maintaining	 new	 audiences’	 interest	 in	 the	 traditional	 concert	form.	 It	 is	 only	 once	 this	 interest,	 knowledge	 and	 familiarisation	 with	 the	traditional	concert	is	secured	that	new	listeners	are	likely	to	better	understand,	enjoy	and	explore	the	art	form.														
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Appendix	5:	 Program	Notes	
A	Quiet	Fanfare	James	Madsen	(1976)		James	Madsen	was	born	and	raised	 in	Sydney,	Australia,	where	he	began	learning	piano	from	a	young	age.	He	went	on	to	study	at	the	Sydney	Conservatorium	of	Music,	University	of	Sydney,	graduating	 with	 an	 Honours	 Degree	 in	 Music	Education,	 studying	 classical	 piano	 under	Stephanie	McCallum.			James	began	his	 interest	 in	 composition	when	he	was	young,	writing	his	first	pieces	for	piano	and	recording	his	first	cassette	of	original	music	by	the	age	of	16.	Over	the	years	he	has	continued	his	interest	in	composition,	producing	a	range	of	musical	styles	from	contemporary	classical	works,	pop	music,	as	well	as	his	much-loved	songs	for	 children.	His	music	 includes	 instrumental	 solo	 and	 ensemble	works,	 choral	and	 vocal	 music,	 sonic	 logos,	 short	 film	 scores,	 as	 well	 as	 his	 own	 personal	projects,	 including	 writing	 unique	 new	 music	 for	 special	 occasions	 such	 as	weddings.			James	 regularly	 enjoys	 performing	 music	 in	 a	 variety	 of	 styles	 as	 an	accomplished	 pianist	 and	 vocalist.	 He	 also	 performs	 as	 an	 accompanist	 for	
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concerts	as	well	as	performing	for	recording	sessions.	He	is	the	lead	singer	of	an	acoustic	 pop	 trio	 called	 'Toast'	 who	 perform	 contemporary	 songs	 for	 special	events,	ceremonies	and	corporate	functions.			With	 his	 background	 in	music	 education,	 James	 has	 taught	music	 in	 it’s	many	styles	 and	at	 all	 levels,	 to	preschool,	 primary	and	high	 school	 students.	He	has	worked	 in	 various	 schools	 and	 music	 institutions	 throughout	 Sydney	 and	London,	 and	 also	 works	 as	 a	 private	 tutor	 in	 piano,	 contemporary	 voice,	composition	 and	 theory.	 He	 is	 also	 passionate	 about	 sharing	 his	 skills	 and	knowledge	of	music	education	with	other	educators,	facilitating	teacher-training	workshops.				James	has	combined	his	composing,	performing	and	educating	skills	by	creating	a	 project	 called	 Jam	 On	 Toast,	 his	 original	 music	 for	 children,	 producing	 CDs,	DVDs	and	print	resources,	as	well	as	performing	concerts	and	workshops.		
	Madsen’s	 aim	with	 all	 of	 his	 compositions	 is	 to	 simply	 create	 beautiful	music.	Music	 that	moves	people.	With	A	Quiet	Fanfare,	 a	 continuous	piano	 riff	 begins,	then	gradually	a	violin	melody	appears	over	the	top	and	then	the	cello	needed	to	have	its	say.	The	melodies	then	intertwine,	as	in	a	relationship.			
A	Quiet	Fanfare	was	 composed	 in	2010	as	 a	 gift	 for	Madsen’s	parents	 for	 their	40th	wedding	anniversary.	The	 title	 is	 thus	 inspired	by	Madsen’s	parents	 living	their	life,	quietly,	simply	and	unassuming,	yet	doing	an	amazing	job.			
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Madsen	says,	“I	felt	they	deserved	a	fanfare	celebration	for	their	relationship	and	the	 wonderful	 parents	 they	 are.	 And	 so	 this	 was	 composed	 for	 their	 40th	wedding	 anniversary	 celebration.	 (Side	 note:	 although	when	 I	 did	 perform	 the	piece	 for	 them	both	on	 their	 anniversary	my	Mum	did	 think	 she	needed	brass	and	drums	blaring	really	loud	for	what	she	has	to	put	up	with...).”	
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Piano	Quartet	No.	1,	Op.	15 	Gabriel	Fauré	(1845-1924) 		
Allegro	molto	moderato	
Scherzo,	Allegro	vivo	
Adagio	
Allegro	Molto		Gabriel	 Fauré’s	 music	 has	 been	described	 as	 linking	 the	 end	 of	 19th	century	 Romanticism	 with	 the	modernism	of	the	second	quarter	of	the	 20th	 century.	 Fauré	 was	 born	when	 Felix	 Mendelssohn	 and	Frédéric	 Chopin	 were	 still	composing,	 but	 also	 witnessed	 the	introduction	 of	 jazz	 and	 the	 atonal	music	of	the	Second	Viennese	School	towards	 the	 end	 of	 his	 life.	 This	exposure	 to	 such	 broad	 styles	 of	 music	 may	 explain	 why	 the	 harmonic	 and	melodic	 innovations	 he	 pioneered	 have	 left	 such	 a	 legacy,	 influencing	 the	way	harmony	has	since	been	taught.		In	1922,	Fauré	reminisced	“The	fact	of	the	matter	is	that	before	1870	I	would	not	have	 dreamt	 of	 composing	 a	 quartet.	 At	 that	 time	 a	 young	 musician	 had	 no	
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chance	 of	 getting	 such	 works	 performed.	 It	 was	 only	 after	 Saint-Saëns	 had	founded	the	National	Music	Society	 in	1871,	 the	chief	 function	of	which	was	to	perform	the	works	of	young	composers,	that	I	set	to	work."		The	 establishment	 of	 the	 Société	 Nationale	 de	 Musique	 was	 pivotal	 in	encouraging	French	composers	to	break	away	from	the	stranglehold	of	opera	on	French	musical	and	cultural	life.	This	is	not	to	say	that	its	establishment	was	the	catalyst	for	Fauré’s	first	piano	quartet.	Chamber	music	existed	in	France	before	1871,	however	the	Société	Nationale	de	Musique	greatly	facilitated	the	injection	of	chamber	and	symphonic	music	into	France’s	cultural	mainstream.		Fauré	composed	the	quartet	over	three	years	between	1876-1879.	These	were	a	turbulent	 few	 years	 for	 the	 composer.	 After	 wooing	 her	 for	 five	 years,	 Fauré	became	engaged	to	Marianne	Viardot	in	1877.	However	to	Fauré’s	considerable	distress,	 Marianne	 called	 off	 the	 engagement	 less	 than	 four	months	 later.	 The	heartache,	uncertainty	and	turbulence	of	this	event	can	be	heard	throughout	the	whole	work,	but	perhaps	is	best	reflected	in	the	despair	and	anguish	of	the	third	movement.	He	 later	 revised	 the	work	 in	1883,	 completely	 rewriting	 the	 finale.	The	revised	finale	perhaps	embodies	a	less-tortured	compositional	style	than	the	original	as	Fauré	had	 just	had	more	success	 in	 love	 in	marrying	Marie	Fremiet,	the	daughter	of	a	leading	sculptor,	Emmanuel	Fremiet.			In	 composing	 the	 work,	 it	 sounds	 somewhat	 unremarkable	 to	 comment	 that	Fauré	 stayed	 absolutely	 true	 to	 his	 own	 “French”	 ideals.	 This	 is,	 however,	significant	 because	 in	 1876,	 the	 year	 Fauré	 began	 composing	 the	 quartet,	 the	
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first	 complete	performance	of	Wagner’s	Ring	Cycle	 (from	which	 the	Ride	of	the	
Valkyries	 comes)	 was	 undertaken.	 Wagner	 fever	 was	 beginning	 to	 spread	through	 Europe	 and	 pervade	 Fauré’s	 contemporaries’	 compositional	 styles,	including	 that	 of	 César	 Franck	 and	 Vincent	 d’Indy.	 Fauré	 retains	 his	 distinct	musical	 personality	 in	 this	 quartet,	 heard	 through	 the	 traditional	 clarity	 and	restraint	 of	 the	 French	 tradition,	 and	masterful	 use	 of	 form,	 structure,	 tonality	and	rhythm	to	state	and	develop	thematic	material.	This	restraint	and	clarity	is	evidenced	by	the	fact	that	most	of	the	melodic	material	is	based	on	a	simple	five-note	minor	scale	motif.	
		The	 opening	movement	 is	 in	 sonata	 form	 showcasing	 a	 vigorous	melody	 in	 C	minor	 that	embodies	Brahms-ian	 influences.	The	piano	punctuates	 this	melody	by	accenting	the	off-beat.		The	second	movement	is	a	playful	scherzo.	Scherzo	is	the	Italian	term	for	 ‘joke’	and	 the	 joke	 is	 communicated	 in	 musical	 language	 through	 the	 use	 of	polytonality:	where	 the	 instruments	 are	playing	 together	but	 in	different	 keys.	The	 joke	 is	 also	 communicated	 through	 the	 use	 of	 polyrhythms:	 where	 two	different	 rhythms	 are	 heard	 simultaneously.	 In	 this	 case	 there	 is	 a	 feeling	 of	triplets	against	duplets,	or	three	against	two,	giving	the	movement	a	character	of		both	a	march	and	a	waltz.		After	 the	 high-spirited	 scherzo,	 the	 adagio	 has	 a	 strong	 air	 of	 gravitas	 and	poignancy	 about	 it.	 Music	 critic	 Steven	 Johnson	 highlights	 the	 similarities	
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between	the	ascending	melodic	line	in	the	opening	phrase	of	this	movement	and	the	Libera	me	phrase	in	Fauré’s	Requiem.		The	 final	movement	 is	 fast	 and	 stormy,	 based	on	 two	 themes.	 The	 first	 is	 in	C	minor	 which	 refers	 back	 to	 themes	 in	 the	 previous	 movements.	 The	 soaring	second	 theme	 is	 in	E	 flat	major	containing	 feelings	of	exhilaration	and	 joy.	The	movement	concludes	with	a	drawn	out	coda	in	C	major.		
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Piano	Quintet	in	E	major,	Op.	15	 	Erich	Wolfgang	Korngold	(1897	–	1957)		
Movement	I	
Movement	II	–	Adagio	
Movement	III	-	Finale		The	son	of	a	well-known	music	critic,	Erich	Wolfgang	 Korngold	 was	 a	 musical	 child	prodigy.	 The	 Austrian-born	 pianist	 and	composer	enjoyed	great	success	early	in	his	symphonic	 and	 operatic	 compositional	career.	He	earned	the	admiration	of	Gustav	Mahler,	 Richard	 Strauss	 and	 Giacomo	Puccini,	and	went	on	 to	become	one	of	 the	most	 important	 and	 influential	 composers	in	 the	 history	 of	 Hollywood.	 Yet	 he	 was	sadly	 largely	 forgotten	 at	 the	 time	 of	 his	death.			Korngold	 composed	 his	 first	 major	 work	 at	 the	 age	 of	 11:	 the	 ballet	 Der	
Scheemann	 (The	 Snowman)	 was	 highly	 revered	 in	 Vienna	 and	 was	 even	performed	for	the	Austrian	Emperor	Franz	Josef	at	the	Vienna	Court	Opera.	His	
Piano	Sonata,	composed	at	the	age	of	13,	was	premiered	throughout	Europe	by	the	notable	pianist	Artur	Schnabel.	The	three	operas	he	wrote	before	the	age	of	
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21	were	debuted	 in	 the	Munich,	Hamburg	 and	Cologne	State	Opera	Houses.	 In	1921,	Korngold	was	invited	to	undertake	the	prestigious	post	of	conducting	the	Hamburg	Opera.	Korngold’s	musical	successes	continued	and	during	the	1920s,	he	became	the	most	performed	operatic	composer	in	German-speaking	countries	after	 the	 great	 Richard	 Strauss.	 By	 1931,	 he	 was	 a	 professor	 of	 music	 at	 the	Vienna	State	Academy.			The	recognition	of	Korngold’s	musical	genius	was	not	contained	to	Europe.	With	the	rise	of	 the	Nazi	 regime	and	 the	 threat	of	Hitler’s	annexation	of	Austria,	 the	Hollywood	director	Max	Reinhardt	encouraged	the	Jewish	composer	to	move	to	the	 United	 States	 to	 compose	 film	 scores.	 Korngold	 accepted	 the	 invitation,	emigrating	 to	 the	 US	 in	 1934.	 His	 first	 post	 as	 film-score	 composer	 was	 for	Reinhardt’s	 film	 A	 Midsummer	 Night’s	 Dream	 (1935).	 Korngold’s	 film-music	career	 only	 blossomed	 from	 there.	 His	 scores	 for	Anthony	Adverse	 (1936)	 and	
The	 Adventures	 of	 Robin	Hood	 (1938)	 both	 earned	 him	 Academy	 Award	 wins.	Along	with	Max	Steiner	and	Alfred	Newman,	he	is	credited	as	one	of	the	founders	of	‘film	music’.		Despite	his	successes	as	a	film	composer	–	writing	the	scores	for	16	Hollywood	films	 and	 receiving	 two	 more	 Oscar	 nominations	 –	 Korngold	 despised	 the	thought	 of	 being	 regarded	merely	 as	 a	 film	 composer.	He	 became	 increasingly	disillusioned	with	the	kinds	of	Hollywood	films	for	which	he	was	being	asked	to	compose.	He	retired	from	film	composing	in	1947	and	spent	the	last	10	years	of	his	life	composing	concert	pieces.	He	is	said	to	have	died	unhappy	at	the	fact	that	
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his	early	orchestral	and	operatic	works	had	been	 largely	 forgotten	and	his	 late	classical	Romantic	compositions	remained	relatively	unknown.		Renewed	interest	in	Korngold’s	work	was	sparked	in	the	1970s	when	a	string	of	recordings	of	his	film	scores	and	concert	works	were	released.		Audiences	were	noticing	that	Korngold	was	showcasing	the	lyrical,	expansive,	intensely	romantic	melodies,	 rich	 textures	 and	 intricate	 instrumental	 writing	 that	 permeated	 his	film	 scores	 decades	 before	 they	 were	 composed,	 even	 in	 his	 smaller-scale	chamber	works.			Composed	in	1921,	Korngold’s	Piano	Quintet	in	E	major,	Op.	15	is	dedicated	to	his	close	friend,	the	deaf-mute	sculptor	Gustinus	Ambrosi.	He	draws	inspiration	for	the	 complex	 three-movement	work	 from	 his	 earlier	 compositions.	 This	 can	 be	heard	most	directly	in	the	second	movement,	Adagio,	which	is	composed	in	the	theme	 and	 variation	 form.	 The	 simple	 yet	 beautiful,	 tender,	 nostalgic	 theme,	expanded	 upon	 in	 the	 nine	 variations	 that	 follow,	 borrows	 thematic	 material	from	his	song	cycle	Lieder	des	Abschieds	(Songs	of	Farewell)	which	he	composed	a	year	 earlier	 in	 1920.	 Korngold	 also	 notes	 that	 Mahler	 was	 a	 great	 source	 of	inspiration	 for	 this	work.	 Korngold	 pays	 homage	 to	Mahler	 through	 his	 use	 of	languid	portamenti	(the	audible	sliding	between	two	different	notes).			Korngold	 creates	 an	 effusively	 romantic,	 lyrical,	 melancholy	 and	 chromatic	sound	world	 through	his	highly	descriptive	compositional	 style.	The	result	 is	a	fiendishly	 difficult	 and	 challenging	 to	 perform,	 yet	 equally	 virtuosic	 and	rewarding	tour	de	force	of	a	piano	quintet!	
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Appendix	6:	 Pre-Concert	Talk	Notes	
Fauré		The	second	piece	on	the	program	tonight	is	Fauré’s	piano	quartet.	This	work	was	composed	when	Fauré	was	still	relatively	young,	between	the	years	of	1876-79	and	the	work	was	 later	revised	in	1883.	 It	was	during	this	time	that	Fauré	had	his	 heart	 broken	 when	 his	 fiancé	 called	 off	 their	 engagement.	 Perhaps	 the	emotional	heartache	he	was	suffering	during	this	time	is	reflected	in	the	music.		Unusually	 however,	 this	 piece	 which	 is	 in	 the	 key	 of	 C	 minor	 –	 a	 minor	 key	usually	sounding	quite	sad	–	still	sounds	surprisingly	uplifting.			
First	movement	 is	 in	 sonata	 form.	We	hear	 the	 first	 theme	or	 idea	which	 is	called	 the	 exposition.	 The	 melody	 in	 the	 exposition	 features	 a	 heavy-handed,	robust,	vigorous	sounding	theme	where	the	piano	punctuates	the	unison	rhythm	of	 the	 strings	 with	 offbeat	 chords.	 This	 theme	 sounds	 quite	 noble	 and	 almost	imperial	to	me.	This	theme	is	very	simple,	made	up	of	only	a	few	notes	from	the	natural	minor	scale.	KIM	PLAYS	SCALE.		 Excerpt		The	next	section,	which	we	call	the	development,	features	the	same	melody,	but	this	time	in	E	flat	major.	The	theme	is	more	delicate	this	time	round	and	sounds	slightly	dreamy.	The	off-beats	are	lightly	stressed,	unlike	at	the	beginning	
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	 Excerpt		The	original	melody	returns	in	the	final	section	which	we	call	the	recapitulation.	But	this	time,	we	are	 in	C	major.	Fauré	was	staying	true	to	his	 ideals	of	French	composing	and	wasn’t	being	influenced	by	the	Wagner	mania	that	was	catching	on	throughout	the	rest	of	Europe.	A	key	change	from	a	minor	key	at	the	end	of	a	movement	 would	 usually	 signal	 a	 momentous	 change	 of	 character	 and	 sound	really	grand	and	severe.	But	here,	 there’s	no	sudden	change	 in	 the	music	–	 it’s	much	more	like	a	natural,	elegant	winding	down.	The	severe	opening	theme	has	now	been	calmed.		Excerpt					
The	second	movement	 is	a	scherzo,	made	up	of	 three	distinct	sections.	 In	
Italian,	scherzo	means	“joke”.		The	humour	 in	 this	movement	comes	 from	the	 lightness	and	 frivolousness	and	high-spirited	character	of	 the	melody.	We’ve	got	 this	wistful,	 scurrying	melody	that	weaves	its	way	though	all	the	different	instruments.		Humour	can	be	created	in	music	by	contrasting	triplets	with	duplets.		We’ve	got	this	round,	waltz-like	1,2,3	1,2,3	feeling	in	the	right	hand	of	the	piano’s	melody:	
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	This	 is	 contrasted	 against	 the	 duplet,	 or	 the	march-like	 1-2,	 1-2	 feeling	 in	 the	strings’	pizzicati.		 Excerpt		In	 the	 trio	 section	 of	 this	 movement,	 the	 joke	 is	 created	 by	 these	 surging	dynamics	in	the	strings.	There	are	these	swells	in	sound	which	make	the	music	sound	a	little	intoxicated	and	sea-sick.		 Excerpt			The	third	section	in	this	movement	returns	back	to	the	original	scherzo.		
The	third	movement	is	the	Adagio.	It	has	a	strong	feeling	of	sadness	and	a	
gravitas	to	it.			The	 opening	melody	may	 be	 the	most	 simple	 of	 all	 the	melodies	 heard	 in	 this	piece	 in	 that	 it	 is	 just	 an	 ascending	 natural	minor	 scale.	 Not	 one	more	 note	 is	added,	 nor	 are	 any	 notes	 taken	 away.	 This	 can	 be	 heard	 starting	 in	 the	 cello,	before	being	taken	over	by	the	viola.		 Excerpt		
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This	is	contrasted	against	the	second	melodic	idea	which	is	much	lighter.	To	start	with,	 we’re	 now	 in	 a	 major	 key	 automatically	 sounding	 happier	 and	 more	uplifting.	There	is	also	a	dreamy	and	nostalgic	quality	to	the	sound.	And	like	we	had	 in	 the	 scherzo,	we	 can	hear	pulses	of	2	 against	pulses	of	3.	The	piano	has	triplet	rhythms	which	are	your	feelings	of	3,	against	the	violin’s	quavers,	which	are	your	feelings	of	2.		 Excerpt			This	 movement	 closes	 the	 way	 it	 opens	 giving	 it	 a	 cyclical	 feeling,	 returning	home.		
The	final	movement	is	marked	allegro	molto	meaning	very	fast.	It’s	based	
on	 another	 C	 minor	 scalic	 figure,	 but	 this	 time,	 Fauré	 uses	 the	 melodic	
minor	scale,	rather	than	the	natural	minor	scale.	KIM	PLAYS	SCALE.		The	opening	is	dark	and	broody	and	turbulent.	It	has	a	sense	of	urgency	about	it.		Excerpt		The	second	theme	is	in	E	flat	major	and	feels	somewhat	hopeful	and	triumphant.		Excerpt		
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Throughout	the	movement	Fauré	punctuates	the	different	themes	with	a	punchy,	unison	 chromatic	 motif.	 He	 uses	 this	 motif	 to	 join	 together	 different	 ideas.	 It	sounds	like	this.		 Excerpt			
Korngold		Korngold	was	an	Austrian	born	composer	and	pianist.		He	had	great	success	in	his	early	career	as	a	symphonic	and	operatic	composer.		But	 after	 he	 moved	 to	 the	 US	 to	 escape	 Hitler’s	 annexation	 of	 Austria	 during	WWII,	 he	 turned	 his	 focuses	 to	 film	 score	 composing,	He	 spent	 his	 entire	 film	career	working	for	the	Warner	Brothers	Studio.		Korngold	was	really	instrumental	in	pioneering	the	genre	known	as	‘film	music’	and	 together	with	Max	 Steiner	 and	 Alfred	 Newman,	 he’s	 credited	with	 having	founded	‘film	music’.		It	wasn’t	until	the	mid	1930s	when	Korngold	turned	his	efforts	to	composing	for	the	silver	screen.	Nonetheless,	he	exhibits	compositional	 ideas	that	can	only	be	described	as	film-music-esque	even	in	his	early	works.		
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• For	example	film-music	uses	a	lot	of	motifs,	or	small	melodic	ideas	to	attach	musical	identities	to	characters,	places,	and	even	abstract	ideas.	
• But	Korngold’s	early	works	–	his	operas,	ballets,	symphonic	works,	concert	pieces	and	chamber	music	also	use	many	motifs.	His	early	work	is	very	lyrical,	expressive,	with	intricate	melodies	giving	it	a	very	theatrical	feel.		Korngold	composed	his	piano	quintet	in	E	major	in	1921.		The	work	 is	conceived	 in	 three	complex	movements.	He	creates	a	sound	world	that	 is	 so	 intricate	 and	 luscious	 –	 it	 sounds	 as	 if	 there	 are	more	 than	 5	 parts	sometimes.		
You’ll	 hear	 the	 first	 movement	 open	 with	 an	 expansive,	 bold,	 upward	
leaping	and	intensely	romantic	theme.		 Excerpt		This	 is	 contrasted	 with	 the	 second	 subject	 –	 a	 theme	 of	 great	 beauty	 and	simplicity.	It’s	first	heard	in	the	cello.		 Excerpt		The	 next	 melodic	 idea	 is	 a	 complete	 contrast	 to	 the	 vibrant,	 soaring	 opening	melodic	idea	and	the	beauty	of	the	second	subject.	Now,	we	hear	something	quite	
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dark	and	ominous	and	foreboding.	Feelings	of	tension	and	unease	are	created	by	the	 odd	 placement	 of	 beat	 that	 Korngold	 uses.	 He	 also	 uses	 what	 we	 call	extended	 techniques.	 Throughout	 the	 whole	 work,	 he	 uses	 trills,	 pizzicati,	artificial	 harmonics,	 portamenti,	 ricochet	 bowing,	 col	 legno	 (which	 means	playing	with	the	wood	of	the	bow,	 instead	of	the	hair).	And	you’ll	hear	some	of	these	now.	We’re	 also	not	 in	 a	 specific	 key	here.	We’re	 not	major	 sounding	 or	minor	sounding	–	this	passage	is	quite	atonal	–	so	it	may	sound	quite	out	there	and	different.		 Excerpt		
The	 second	 movement,	 the	 Adagio,	 is	 my	 favourite	 movement.	 Like	most	composers	 often	 do,	 Korngold	 borrowed	 material	 from	 one	 of	 his	 earlier	compositions	as	 inspiration	for	this	movement.	He	borrowed	thematic	material	from	 his	 song	 cycle	 called	 Songs	 of	 Farewell	 that	 was	 completed	 in	 1920.	 The	third	song	in	that	cycle,	Moon,	thou	riseth	again,	is	the	main	source	of	inspiration.		For	me,	you	can	really	hear	the	stillness,	 the	quietness	and	the	calmness	of	 the	night,	yet	with	that	sense	of	darkness	and	mystery	in	the	opening	phrase.			Korngold	 has	 composed	 this	 movement	 using	 a	 form	 called	 theme	 and	variations.	 The	 opening	 melody	 is	 the	 theme	 which	 is	 then	 followed	 by	 9	variations	which	really	explore	and	expand	upon	this	simple	melody.	Now	this	is	a	 very	 simple,	 beautiful	 melody	 of	 only	 4	 notes.	 Yet	 it’s	 got	 a	 very	 distinct	
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descending	jump.	The	melody	jumps	down	an	interval	of	a	7th	and	a	7th	is	quite	unusual	in	music,	so	this	is	something	that	really	characterises	this	movement.		 Excerpt		And	 to	 illustrate	how	 far	Korngold	goes	with	developing	 this	 theme,	we’ll	now	play	 the	 last	 and	 the	 ninth	 variation.	 This	 is	 certainly	 the	 most	 complex,	emotional	and	urgent	variation.	See	if	you	can	still	hear	that	simple	melody	from	the	theme	in	there.		Excerpt		The	 Adagio	 also	 showcases	 the	 influences	 of	 Gustav	 Mahler	 who	 was	 a	 great	admirer	of	Korngold’s	early	works.	These	 influences	can	especially	be	heard	 in	the	portamenti	in	the	strings,	which	are	the	audible	slides	between	two	different	notes.	So	I’ll	now	play	you	an	example	of	this	form	the	5th	variation	where	you’ll	hear	that	really	pronounced	descending	interval	brought	out	by	the	portamento.		 Excerpt		
The	 Finale	 opens	with	 a	 strident,	 declamatory	 theme	 in	 C#	minor	 in	 the	
strings,	joined	by	confrontational	block	piano	chords.	This	leads	into	a	violin	cadenza	 that	 features	a	very	 Jewish	 sounding	melody–	a	 cadenza	 is	 a	 virtuosic	solo	 passage	 inserted	 into	 a	 work	 with	 the	 intention	 of	 showing	 off	 the	performer’s	playing	capabilities.		
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	It	gives	way	to	a	merry	Rondo	theme,	again	in	the	tonic	key	of	E	major.			 Excerpt		The	 theme	 you’ve	 just	 heard	 is	 followed	 by	 a	 sequence	 of	 other	 themes	 and	melodic	 ideas	 that	seem	slightly	chaotic,	and	 like	 they	might	not	hold	together.	There	are	some	passages	where	the	different	parts	are	playing	in	different	time	signatures,	 yet	 the	 music	 somehow	 always	 holds	 together	 and	 comes	 back	 to	points	of	unison	where	all	parts	are	playing	either	the	same	melody	or	the	same	rhythm.		Excerpt		At	 the	 end,	 the	music	 returns	 to	 the	 opening	 theme	of	 the	 entire	work	 for	 the	decisive	final	cadence.		Even	 as	 an	 experienced	 classical	musicians	 and	 classical	music	 admirer,	 I	 find	this	grand	work	a	bit	overwhelming	to	take	in	at	times.	I	encourage	you	to	take	the	melodies	as	 they	come	–	 listen	 to	each	 individual	 theme,	 just	as	you	would	with	a	movie	soundtack.	Don’t	try	to	make	sense	of	the	work	as	a	whole	as	you’re	listening.	 Only	 at	 the	 end	 should	 you	 try	 to	 piece	 it	 together	 and	 see	 what	narrative	unfolded	for	you.	
